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The author, Dr. Bimal Roy had 
realised the necessity of having such a vast 
music dictionary, the first of its kind in 
Hindusthani Sastriya Sangita, not only for 
the students but also for the masters of 
music, to refer to, whenever necessary. 
This handy dictionary deals with all 
technical terms of music used in Sastras, 
as well as colloquially. It helps to 
understand many difficult aspects and 
theories of music explained in an easy 
manner. 

Dealt in Bengali alphabetical order, it 
explains origin and evolution from Vedic 
era, of svaras, srutis, gramas, murcchanas, 
ragas, talas, notation systems and later 
developments like gharana systems etc., 
along with all relevant words related to 
these, so that there is no need to look for 
them elsewhere. 

In this book, many technical terms of 
Arabic, Persian and Western origin have 
found place. 

Originally in two parts in Bengali, it 
has been presented in one volume in the 
English version for handier reference. 



Dr. Bimal Kumar Roy 

Bo rn in Kalia village of Jessore 
District, now in Bangladesh, on 13 Jan., 
1911, Late Dr. Bimal Kumar Roy (Sen 
Sharma), M.B, D.Litt., was educated in 
Presidency College, Calcutta, and Calcutta 
Medical College. 

Although he was a doctor by 
Profession, his first love was music and 
musicology. He had his initial training in 
classical music under Satyendranath 
Ghosh and then under Ustad Mehedi 
Husein Khan and Ustad Khadim Husein 
Khan of Rampur Gharana (1935-1952). He 
performed in many music events and was 
an artiste of All India Radio. He also 
taught in Music Teachers' Training 
College, Nabadwip, Bengal Music 
College, Sangit Bharati (Calcutta 
University), in the senior division in the 
branches of practical, theoretical and 
history of music. (Contd.) 



A keen researcher, he learnt 
languages like Sanskrit, Urdu, Persian, 
Hindi, Marathi, etc. to do indepth research 
in all the branches of music from its origin 
to recent development stage by stage. He 
has trained many music aspirants in 
practical and theoretical music, 
particularly in the scientific aspects of 
musicology. 

He has authored several books, viz. 
'Bharatiya Sangit Prasahga', 'Sahglti 
Sabdakosa', 'Origin of Srutis', 'Raga-O- 
Tar-Prakarbheda' and many valuable 
research papers in different Bengali 
magazines. 

Apart from being a physician, 
musician and musicologist, Dr. Roy was 
an eminent lyricist, director of giti-natyas 
and an actor. 

Kolkata's Sangit Research Academy 
honoured him (Jan. 1985) for his 
outstanding knowledge and achievement 
in all the branches of music. 

Chhaya Chatterjee 

Gifted with inborn musical talent, 
Smt. Chhaya Chatterjee had her initial 
training in music in Patna in the style of 
Bishnupur Gharana and then under 
Shyam Sunder Sinha of Betia Gharana. 
She secured first class in music as a special 
subject in her Matriculation examination. 
At the age of sixteen she became a radio 
artiste. Later, she took talim under Smt. 
Dipali Nag and passed 'Sangit Prabhakar' 
from Delhi with distinction. At Bombay, 
she was engaged in research work in 
music for eight years (1980-88) in 'Sangit 
Mahabharati' which was then engaged in 
research work for compiling an 
encyclopaedia on music, dance and drama 
of Hindusthani music. 

In 1990 she was awarded Senior 
Fellowship from the Ministry of Human 
Resource Development (Department of 
Culture) and submitted her thesis in 1992. 

In 1996, her two volumed book- 
'Sastriya Sangita and Music Culture of Bengal 
through the Ages', was published. 
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Prologue 

Late Dr. Bimal Roy had been my guru and mentor for several years. It was only due to 
his guidance backed by his vast knowledge in music, I was able to get my book "Sastriya 
Sahgita and Music Culture of Bengal-through the ages", published in English. During 
discussions with him prior to finalisation of the manuscript of this book, I came across 
several of his invaluable books written in Bengali, and I expressed a desire to translate some 
of his selected publications in English for wider readership, to which he gladly agreed. 
Unfortunately, this desire could not be fulfilled during his life time. 

After his demise, Mrs. Roy permitted me to undertake English translation of his Bengali 
Book "Sahglti Sabdakosa" in two parts, to fulfill the wish of Dr. Roy. I am thankful to Mrs. 
Roy and their son Shri Bitan Roy for sending me copies of "Sahglti £abdakosa" Part I and II 
tor translation. Most unfortunately, Shri Bitan Roy too passed away suddenly before this 
book could be published, leaving Dr. Roy's family in utter distress. 

Dr. Roy's disciple, Sahgita Sastri, Dr. Pradip Kumar Ghosh, who had been the right 
hand man of Dr. Roy and who had edited Dr. Roy's above mentioned book in Bengali, 
readily agreed to go through my manuscript of the English translation and suggest corrections 
and amendments as considered necessary. 

My husband gave me full support and encouragement throughout and assisted in 
going through the final manuscript before it was given to the publisher. But for him, I would 
•have found it difficult to complete this laborious task. 

There are certain principles observed in this translated version, e.g. — 
(i) Bengali alphabetical order has been maintained instead of English alphabetical order. 
This has been done to maintain the original sequence of the terms. Switching over to English 
alphabetical order would have created problems in referring to the terms. The Bengali 
alphabetical order is as follows : 



Vowels : 






Consonants 




3T=a 


^4=r 


^=ka 


^=ca 


2=ta 


3TT=a 


T*=e 


^=kha 


*5=cha 


B=tha 


?=i 


^=ai 


7T = g 


*T=ja 


^5=da 


U 


37t=o 


^=gha 


?T=jha 


^5=da 


"3=U 


#=ou 


^=h 


"31= n 


^=dha 


3J=U 








^=dha 
•°T=na 



(vi) 



cT=ta 



■q=pa 

^pha 

^=ba 



T=ya 
T=ra 



^=ha 



^=da 



*T=tha 



cf=la 




*T=dha 



^=va 



?T=s 



H=na 



T=bha 



■R=ma 



Tf=s 



(ii) I have grouped the terms starting with Ba' and "Va' under Ba', because in Bengali, 
these two consonants do not have separate identities. 

(iii) Diacritical marks are given for correct pronunciation of the Indian words when 
translated into English. A separate chart has been furnished for ready reference. 

(iv) The seven musical notes written in the following order : 'S', 'Ri', 'G', 'M', 'F, 'D', 
'Ni', '£', have been used for notation. The sign '4 (called akara), has been used for matra 
(unit of a tala) as per "Akara-matrika" notation system. 'S-f indicate 'S' as one matra. Since 
English alphabets are used in place of Bengali, the akara' sign = Thas been added to English 
alphabet. 

(v) The Hindustani technical terms once explained have been retained as it is wherever 
they appear, e.g. — Svara (note), Sruti (microtone), Saptaka (heptad), Prabandha (ancient 
classical composition), etc.. 

(vi) The following letters are used to denote different languages : Skt= Sanskrit, 
A=Arabic, H= Hindi, P= Persian, E= English, Ka= Karnataka, ....etc. 

To the best of my knowledge, a dictionary of terms pertaining to Hindustani music of 
this kinds has not been published in English before. On account of this, though I have 
endeavoured to translate the original version of the book as completely as possible, there 
may be some short comings in this maiden effort. I hope the readers will bear up with such 
faults and find this publication to be useful. Dr. Roy's immense knowledge in musicology 
made it possible for him to compile such a comprehensive dictionary of musical terms. I feel 
happy that I have been able to comply with his desire to get the Bengali version of the book 
translated in English. 



CHHAYA CHATTERJEE 
65, Poorvi Marg 
Vasant Vihar 
New Delhi 



Foreword 



[by Dr. Bimal Roy in the original Bengali edition, edited by Dr. n radip Kumar Ghosh] 
Clear and lucid explanation of technical terms used in Hindustani Saiiglta is an essential 
necessity for the student, teacher and researchers. To meet this necessity as well as possible, 
I first published the dictionary "Sahgiti-Sabdakosa" in the month of Sravana, 1386 of the 
Bengali year (1979, July). Out of the three parts of the above mentioned book only the first 
part was published. I had included in this all the technical terms from A (3T) to ch (8) 
alphabetically. Apart from this, there were two more chapters "Parisista" (Appendix) and 
"Pariyojana" (Addendum) at the end of the book. Due to lack of funds I could not publish 
part II and III of this book. I am grateful to Smt. Shobha Ghosh (Hindusthan Park, Calcutta) 
for her offer of generous financial help towards the publishing of Part I. 

In August 1990, on behalf of the West Bengal State Sangita Academi, Shri Manas 
Mukherjee, Shri Naren Mukhopadhyay and Dr. Pradip Kumar Ghosh suddenly approached 
me and proposed for republishing the first part and also publishing the second and third 
part. I agreed readily. The new edition of Part I however is not the exact reprint of the 
previous one. In this edition technical terms from A (3T) to Tha (*T) have been included 
alphabetically. Its printing plan is also different. Apart from this, many technical terms also 
have been included in a new format. Such a vast music dictionary has never been published 
before in North India. 

Sahglti $abdakosa is a concise dictionary, unlike an Encyclopaedia. Being a condensed 
dictionary, I have not mentioned any reference matter or bibliography in the book. But it is 
necessary to mention for the benefit of the research scholars that one should study the Vedas, 
Pratisakhyas (grammar), Sutras (rules) and Siksagranthas (instructional literatures). 
However, not too many terms have been compiled from these — only those have been 
included which are necessary to understand their relation with ancient music. The 
terminologies of ancient music have been compiled from Ramayana, Mahabharata, 
Harivarhsa, Grammar of Panini and Buddhist Tataka granthas. But their numbers have been 
restricted to what are absolutely necessary. For the pre-historic terms, help has been taken 
from Naradi-siksa, Natya sastra of Bharatamuni, Dattilam, Abhinayadarpana, Matahga's 
Brhaddesi. Here after, the books that need to be mentioned are: 

Sarasvatl-hrdayalarikara — Nanyadeva. 

Manasollasa — Somesvara. 

Saiigitacudamani — Tagadekamalla. 

Panditaradhya-carita — Palakurki Sonatha. 

& Vasava-purana 



(viii) 



Sahgita-ratnakara 

Sariglta-samayasara 

Sahglta-makaranda 

Aumapatam 

Sarigitopanisatsara 

Sahgita-Siromani 

Sahgitaraja 

Sahgita-sara 

Mankutuhala 

Svaramelakalanidhi 

Raga mala and other books 

Pancamasara sarhhita 

Ragavivodha 

Sarigita-parijata 

Ragatarangini 

Sahglta-sudha 

Hrdyaprakasa & Hrdyakautuka 

Caturdandi-prakasika 

Anup-sahgitarikusa 



— Sarhgadeva 
— Parsvadeva 
— Narada 

— Umapati 

— Sudhakalasa 

— Panditavarga 

— Kumbhakarna 

— Harinayaka 

— Raja Mansingh Tomar 

— Rama matya 

— Pundarikavitthala 

— Narada 

— Somanatha 

— Ahobala 

— Locana 

— Govinda DIksita 

— Hrdayanarayanadeva 

— Venkatamakhl 

— Bhavabhatta 



and other books. 

My teachers and friends have helped me to compile the modern terminologies; I have 
not hesitated to collect terms from books of different talented people. To explain the terms 
I have mostly depended on my knowledge and application techniques learnt from my 
teachers. While explaining, I have discussed both the ancient and modern views and have 
not forgotten to mention differences of opinion, if any. 

One special feature of this dictionary is the compilation presentation together with 
important items connected with a particular term. For example, — under the heading of terms 
like Tana, Tala, Vadya, Raga, etc., I have discussed many other words which are related to 
these, so that it will not be necessary to look for these elsewhere. 

I have not followed Bengali varnanukrama' (alphabetical order). I have considered 
reasonable to accept candravindu anusvara (0 and visarga (:) as consonants and for 
that reason for my own use, have placed these after 'Ha' (5) varna as followed by Pandit 
Ishwarchandra Vidya Sagar, one of the greatest Sanskrit scholars of Bengal during 19th 
century. Secondly, since I have become confused while uttering letters like anusvara (0 etc. 
as ^, I have omitted using such words as tn^-la or ?T^T anywhere in my statement. In Bengali 
language though there is no special pronunciation of ^, it has a wide use in Sanskrit and 
languages of North India. The 'ba' of ancient word ban', belongs to the series beginning 
with 'Pa' (T), while 'va' of vina belongs to the series beginning with Antyastha-varna i.e. 'ya' 
0?) ; it is very necessary to explain their different pronunciations. For this reason, I have 
used the letter <J for Antyastha Va. Therefore my alphabetical order in this dictionary is as 
follows: 



(ix) 



A A ii uureaioou 

Ka Kha Ga Gha h 

Ta Tha Da Da Dha DhaNa 

Pa Pha Ba Bha Ma 

T1 ^ V H 

Ks rh h 

<a ^ : 

In the book some signs have been given within brackets, these are as follows: A 
(3n)=Arab; E(?)= English; See; (5:) note; P pl)= Persian; H (f?)= Hindi. 

In some cases in places of svara, tala and kalamatra, ancient sign of udara (lower 
octave) 6 (H), ancient Tara (upper octave) sign S (Tf), ancient laghumatra sign=I, ancient 
guru-matra sign-S, etc., So on=..., unknown cases=?, have been used. In this dictionary, in 
furnishing sargam (musical notes), I have followed the ancient rule, that is, written the 
svaras asSRiGMPDNiCHftTTTtrft), each one having the value of one matra (beat). 
For two matras, I have adopted the sign Si Ril Gt Mt Pi Dt NiT (ST ft TT *TT tjt ht it) . The svaras 
of Mandra Saptaka or Udara (lower octave) have the sign , under them, for example RvQ 

M(% 1 I- ^) etc. and the Svaras of Tara Saptaka or Tara (Upper octave) have the Sign 

above them, for example- Ri G M (ft T "R) etc. 

I am only the author or writer in bringing out this book. Those who inspired me and 
rescued me out of lack of initiative, took the responsibility of publishing and funding. If 
they had not come forward, this book of mine would never have been published. I will 
remain ever grateful to them. My heartfelt thanks to Shri Subimal Lahiri for correcting the 
errors, Shri Subhash Chowdhuri for planning the printing and to Shri Manas Mukhopadhyay 
of the Academi for undertaking such a bold project. 

I am feeling very much at ease to know that West Bengal State Music Academi has 
entrusted the responsibility of editing this book to my dear disciple Sahgita Sastri Dr. Pradip 
Kumar Ghosh. Dr. Ghosh not only studied under me over a long time with devotion the 
complicated secrets of music but showed evidence of original thinking during discussions 
of complex and difficult topics. Apart from this, he was my assistant when I was engaged 
as the Editor-in-chief in Sangit Mahabharati of Bombay for compilation of the "Concise 
Encyclopaedia of Music, Dance and Drama". 

In conclusion, I would like to submit that an effort has been made to include all technical 
terms of music in this concise dictionary, but even then if any term is left out, I shall be 
obliged to know the same from the learned. The author of a dictionary in not a knower of 
everything, so he knows verywell that he is not above criticism for faults. 



C Cha Ja Jha n 

^ ^ ^ ?T ^ 

Ta Tha Da DhaNa 

<r «t 5 v n 

Ya Ra La Va 6a Sa Sa Ha 



1 September '1992 
Nakuleshwar Bhattacharya Lane, 
Calcutta-26. 



BIMAL ROY 



Notation 

The seven natural notes = S, Ri, G, M, P, D, Ni. 

Flat notes = — , r, g, — > — , d, n. 
Sharp notes= — , — , — , m, — , — , — . 

Upper octave Sign = S" Ri G M P D Ni. 
(Tara saptaka) 

Lower octave Sign= S Ri Q M P. Q N»- 
(Mandra saptaka) 

Middle or madhya saptaka does not have any sign. 

Diacritical Marks 
3\=a, 3TT=a, J=i, "5=u, 3Mi,'Sf=r, ^e, ^=ai, 3Tt=o, 3ft=ou, 3f=h, 3TT:=h. 
*>=k, -a=kh, T T=g, ^=gh, ^=h 
^=c, ^=ch, ^f=j, ¥=)h, ^=n 
Z=t, B=th, ^=d, ^=dh, 1=n 
cT=t, «T=th, ^=d, «*=dh, 1*n 
tj =p< vp=ph, ^=b, M=bh, *T=m 
*T=y, T=r, el=l, ^=v, 
?T=s, 17=5, ^=s, F=h, H=jn 
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I 



A (3T) 



Aocar/Avacar (STSTt^R/sra^n) — A variety 
of modern alapa of Indian ragas [see: 
Alapa] The first portion of alapa of a raga 
[A. Ucar]. A short alapa of ragas. Starting 
place. 

Aksara ( ) — Utterable or written varna 
(letters of alphabet). Lyrical stanza of 
song; Lyrics of ancient Prabandhas. 
Syllables of tala. 

Aksarakala ( STSTTOTeT)— Time taken to 
pronounce an utterable letter or alphabet, 
is considered as the single unit of time 
to measure tala-matra. In ancient Indian 
music, the total time taken to pronounce 
rapidly 4, 5 or 6 aksaras (alphabets), was 
called 'laghu matra'. 

Akhilaragamela vlna (a^cKI'lAdcfHl) — 
Karnataka sarvaraga mela vina, which 
has all the frets, denoting Suddha and 
Vikrta [see: suddha and vikrta] svaras, 
immovable. 

Agni (STfjT) — General meaning is 'life', but 
in ancient Indian mathematics it refers 
to number 3. In Karnataka music, this 
term is used to denote the notes of Mela- 
raga [see : mela-raga] 

Agnistoma (3hPi«£Ih) — It is the name of a 
vedic yajna or sacrificial rite. But in music 
it refers to a kind of sadava Buddha tana 
or a note combination of hexatonic order, 
[see : Tana] 

Agrasvasthana (STCT^sTH) — A variety of 
gamaka [see : gamaka]. 

Agramya (SfWQ) — One of the pranas (cha- 
racteristics) of ancient ELa Prabandha 
[see : Dasa prana, Prabandha]. 

Ahka (3Tf;) — Name of a particular tala. 

AnkI (3Tgft) — Ahkika; a variety of 
mrdahga; a mrdahga, shaped like 
Haritaki (Myrobalan) [see : Vadya]. 

Ankiya glta (3T|^T t^T) — A particular type 



of natya-giti (song applied in drama) of 
Assam. 

Ankya (STg^FT)— Ahkika. [see : Ahki] 
Ahga 1 (3T^) — Either side of madhya 
saptaka, taking (madhyama) the centre 
point 'Ma'; if it is the lower part, it is 
called Purva-ahga or Purvahga, if it is 
the upper part it is Uttara-ahga or 
Uttarahga. ('Ma' of madhya saptaka 
belongs to both ahgas or sides, hence 
called ubhayahga; S, Ri, G is Purvahga, 
P Dh Ni is Uttarahga. In fact, out of the 
three saptakas, from S of Udara/Mandra 
saptaka to G of Mudara/Madhya 
saptaka, it is Purvahga and from P of 
Mudara to Ni of Tara (Tara saptaka), is 
Uttarahga. According to modern opinion 
'M' and 'P' both belong to both the ahgas, 
and are ubhayahga. 

Ahga 2 (3T^) — Svarabhahgi or tonal 

pattern of a particular raga; e.g. — 

Kalyaha-ahga. 
Ahga 3 (3T^) — Suffix word identifying 

ancient Desl-raga; e.g. — Ragahga. 
Ahga 4 ( 3T^) — Component part of giti or 

songs, e.g. — Varna, pada, etc.. 
Ahga 5 (3Tf) — Six ingredients of lyrical 

composition of ancient Prabandha gana; 

e.g. Viruda, Pata, etc. 
Ahga 6 (3T^) — One of the ten pranas 

(essential elements) of tala. [see : Dasa- 

prana] 

Ahga 7 (37^) — Twelve steps of alapa of 
a raga, i.e., Vilamvit, Madh, Drut, Jhala, 
Thok-jhala, Ladi, Lad-guthao, Lad-lapet, 
Paran, Sath, Dhuya and Matha. 

Ahga 8 — A few specific parts of a human 
body, used in nrtya or dance. 

Ahga 9 — Portion of natya-sandhi (between 
the two acts of ancient Indian Sanskrit 
drama). 

Ahga 10 — A class ascribed to the main 
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musical instruments of ancient Indian 
music. 

Ahga 11 — Karnataka name of ancient dhatu 
or tuk (lyrical stanza). Three arigas are 
recognised in Karnataka-gana, e.g — 
Pallavi, Anupallavl and Caranam. 

Ahgahara (3h^-pk) — A combination of a few 
karanas (a kind of dancing postures with 
hands and feet) A special kind of ahga- 
viksepa (movement-of limbs) of nrtta 
(dance). 

Ahgahara-prakara(3T^?R-WT) — 32 varie- 
ties of ahgahara — 

viz. (1) Sthirahasta, (2) Paryastaka, (3) Sua 
Viddha, (4) Apaviddha, (5) Aksiptaka. 
(6)Udghattita, (7) Viskambha, (8) Aparajta, 
(9) Viskambhapasrta, (10) Mattakrida, 
(11) Svastikarecita, (12) Parsvasvastika, 
(13) Vrscika or Vrscikapasrta, (14) Bhra- 
mara, (15) Mattaskhalita, (16) Mada- 
vilasita, (17) Gatimandala, (18) Pari- 
cchinna, (19) Parivrttarecita, (20) Vaisa- 
kharecita, (21) Parabrtta, (22) Alataka, 
(23) Parsvaccheda, (24) Vidyudbhranta, 
(25) Udvrttaka, (26) Alidha, (27) Recita, 
(28) Sambhranta, (29) Accharita, 
(30) Aksiptarecita, (31) Apasarpita, 
(32) Ardhanikuttaka. 

Ahgira (STffTT) — A particular kind of 
ouduva suddhatana (combination of 
pentatonic order) [See : Tana] 

Ahgula 1 (ST^cT) — An ancient Indian 
measuring unit denoting to the first part 
of the thumb. (According to some, it is the 
same measurement as %") 

Ahgula 2 — According to others it measures 
1" orlVi". 

Ahgulitra (3Tjjf?ra) — Things like mizrab. 

(Akind of ring made of steel wire for 

playing string instruments). 
Angulipata (STITCH) — Finger-board of a 

string instrument where fingers of left 

hand are used for playing. Patari; Tat. 
Ahgulipattaka (3T^r<nHg*) — p a tari : (It 



is also called ahguli-sthana). [See : 
Angulipata). 

Ahghri (sr^fij)— Part of Udgraha-dhatu, 
first line of a lyric of an ancient Prabandha. 

Acala thafa 1 (ST^ddld)— The thata 
(arrangements of notes) in which all the 
Suddha (natural) and vikrta (flat and 
sharp) svaras are used. [See Thata] 

Acala thata 2 — It is an orderly arrangement 
of frets of string instruments which 
accommodates frets for all the Suddha and 
vikrta svaras and hence no need arises to 
shift the frets during changing thatas. [See 
" Thata] 

AcalavTna (*i-qciql«ii) — Dhruva-vlna, an 
ancient string instrument ; To determine 
22 £rutis (microtones), the seven stringed- 
vina in which seven strings remained 
tuned in seven svaras of sadja-grama 
(ancient Indian musical scale having 'S' as 
its tonic) in an unchanged state. (With the 
help of this vina, the change in the svaras 
with Srutis of a cala-vlna could be 
ascertained). The vlna, in which, SVutis for 
22 strings were kept tuned in an 
unchanged state. [See : Sarana-Kriya] 

Acala-Svara (ST^cTC^r) — The svara (note) 
that does not become distorted or altered; 
the svara that remains steady on its own 
sruti-sthana (microtonic position) and 
does not get dislogded from its place 
under any circumstances; modern 'S' and 
'P' svaras. 

Acanak Sararh (3i^m* wi) — Name of a 
particular raga (melody). 

Acetan Svara (sr^PT Tm) — Unembellished 
sound produced in string instruments and 
instruments made of wood. 

Acyuta Svara (srajcR^O— <The grama-karta- 
svara (a tonic as well as a whole tonic note) 
constituted of four srutis, (micro-tonies), 
becomes a two-sruti (i.e. a half note) svara 
by leaving its two srutis to the svara 
preceeding it; in anceint times, 'S' and 'M', 
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the two gramakarta svaras or gramanl 
svaras of Sadja and Madhyama grama 
respectively could become acyuta. 

Achob (SR^R) — A corrupt form of the word 
acambha, that is used in the sense of 
apracalita (not in vogue) in the case of 
ragas; uncommon, extinct. 

Ajat-belavala (3T^ <^<iiq<n) — The name of 
a raga. 

Ajaypala (^^hici) — The name of a raga. 
Anjanlgar (3^i1'ik) — The name of a raga. 
Artjani Todi (3T~3Rt #st)-The name of a 
raga. 

Ata, Atha (sre, 3T3)-The name of a 
particular tala. A kind of alankara 
(musical ornamentation). 

At! (srit) — Adi (neck bridge); SarasvatI; 
apart from the tar-dan (prior to neck- 
bridge), the other plate that is attached 
crosswise at the upper portion of the 
danda (fingerboard) of instruments such 
as sitar, etc. 

Adana (3T3FTT) — The name of a particular 
raga. (Bengali pronunciation Adana; 
Karnataka pronunciation Atana). 

Atai ( 3TcTT5) -Whose knowledge of 
musicology is very little; self trained. 
Vocalist, who has a God-gifted talent. 

Atala (3f?ffeT) — Free from the ties of tala. 

Ati-Atikomala (3*^-3^+1 McrO—Flatest 
note. A note consisting of one Sruti 
(microtone). Sakari. 

Ati-AtitTvra (3TffT-3Tf?[ cffa) — Sharpest note 
having 6 £rutis. Tivratama. 

Ati-komala (3iRi ^hci) — Komalatara,more 
flat; one Sruti lower than the komala svara. 
A note of 2 srutis. 

Ati-tara (srfiffiR) — The saptaka (heptad) 
which is one saptaka higher than the Tara 
or Tara-Saptaka (high heptad). 

Ati-tivra (3hRw)sO — More tivra or sharp; a 
3ruti higher than trvra. 

Ati-fivratama gandhara ( 3Tf?T alsron 7 TWR) — 
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Sat-Sruti gandhara — 'Sat' means six; 

Buddha madhyama. 
Ati-mandra (arffPRO — That which is one 

saptaka (heptad) lower than the Mandra 

or Udara saptaka (lower heptad). 
Ati-Suksma (srfiTCJSfl) — Generated at the 

Nabhi-sthana (naval of the human body). 

A kind of very fine sound. 
Ati-Svara, Ati-Svarya (3HfdWK, 3^dWl4)— 

The lowest Svara of the Vedic descending 

Saptaka. 

Atlta-graha (3Tcft?TW) — To commence with 
gana (song) followed by tala and arrive at 
Sama (the first beat of a tala) simul- 
taneously [A different opinion maintains 
the opposite meaning]. According to 
modern theory, to commence gana (song) 
after one beat of the tala and finish 
together after one matra of Sama, while 
maintaining equal interval [See : Tala]. 

Atyagnistoma ( 3T?irf7"^^"q ) — Sadava 
Suddhatana (hexatonic note combination). 
[See : tana] 

Adararigl Todi (a^Kff) ^Tst) — Name of a 
raga. 

Addha — A kind of tala. 

Adbhuta rasa ( sr^f TE) — One of the eight 

types of natya rasa (dramatic sentiment) 

expressing wonder [See. rasa] 
Adru (3T5) — A type of tala. 
Adhama gayana ~w^) — Vocalist of 

inferior class, whose voice, style, manner 

and knowledge of music is faulty. [See : 

Gayan] 

Adhama Vaggeyakara (3}%rq c)|ji)4+lO— 
One who is capable of composing songs 
comprising of beautiful language, yet in 
setting these to tune one is inferior, 
incompetent. [See : Vaggeyakara]. 

Adhama Vadaka ( 3T«rq cjr^fO — One who 
is deprived of desirable qualities of a 
vadaka (player), e.g. — beating on the hide 
of the drums in appropriate manner; 
profound knowledge in tala-laya-pata 
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(rhythm, tempo and drum syllables), 
mastery in accompaniment with gita- 
vadya-nartana and maintaining colour- 
fulness, etc. [See : vadakaguna] 

Adhama-raga ( STOH-TPT) — A raga which 
lacks in diffusion, universal conco- 
mitance, therefore unfit for alapa or 
nibaddha-gitas (tala bound composition). 

Adhvadarsaka svara ( aTKer^Sff* w)— 
Madhyama or 'M' Svara (4th note) : the 
Svara that helps to determine the period 
or time for singing a raga. The definition 
was devised by Pandit B.N. Bhatkhande. 
In his own paddhati (system) the time 
considered for singing Uttarahga and 
Purvahga ragas are from 12 midnight to 
12 noon and from 12 noon to 12 midnight 
consecutively and every ahga is divided 
into three sections placing these under day 
or night category on the basis of M svara. 

Anaksara Alapti ^Idfm)— Alapti 

with the help of meaningless vowels such 
as a, a, e, i, u, etc.. 

Ananga (SR^) — Name of a particular tala. 

Ananta Gurjari (3R^T "jsftt) — Name of a 
particular raga. 

Ananta Gauda (3TT^T Tft~5) — Name of a 
particular raga. 

Anavadhana ( 3T^*TPl) — See "Gayana- 
dosa". 

Anabhyasa ( 3R«rm) — A variety of alpatva 
(less in use) under ten raga-laksanas 
(characteristics of ragas). It means 
excluding ansa svara, any other svara 
used sparingly or as sparsa-svara. [See : 
Raga-laksana] 

Anala (3FT?T) — Three numbers. 

Analagati (SFTcPTfa) — Svara which uses 
three 6rutis. 

Anhad (3RP0 — See : — Anahata. 

Anagata graha (^ii'ia TH?) — Uparipani. 
Starting tala before commencing gana. 
According to other opinion, to start tala 
after gana. Modern version is, to start gana 



first and after one matra commence tala, 
and finish together one matra after Sama 
(or, its opposite act). [See : graha] 

Anaghata 1 (3RTW)— Lack of Prasvana 
(forceful utterance). Khali or Fak. To 
dismiss a stroke or sounded beat or its 
gesture, in tala portion. 

Anaghata 2 (3RW) — Popular name of 

Anagata graha. 
Anahata Nada HT<0— The sound 
that generates automatically in mula- 
dhara, nadi cakra of the body but can not 
be heard in the gross sense (muladhara 
means — root or source or the mystical 
circle between the anus and the organ of 
generation). 

Ani (3#T) — Beauty or excellence of manner 
of application or artistic skill. 

Anibaddha 1 (3rf^5)— That, which is not 
bound by dhatu (stanza) or ahga; that 
which is free from carana etc. of gana, and 
chanda etc. of tala; Alapa and Alapti. [See: 
Ahga, Alapti, Alapa, carana, chanda] 

Anibaddha 2 (^P-H^) — Extra extempore 
composition created during singing. 

Anibaddha 3 (STF^S)— Variety of Matrka 
prabandha, composed in prose form. 
[See : Prabandha] 

Anibaddha 4 (3TfT^5) — Those padas 
devoid of tala, used in instrumental music, 
constructed with irregular syllables, 
irregular chanda-yati (rhythmic pause). 

Aniyamita svara (^iWnd^O— Vivadi 
type of additional svaras that enhance the 
beauty of a raga. Bhusika. [see Vivadi] 

Aniryukta (3TH*f^)— It is a type of Pra- 
bandha (lyrical composition) which does 
not follow the arrangements of dhatu 
(lyrical stanza and ahga or elements of 
lyrics), and the usual principles of chanda 
(metre); that Prabandha which does not 
follow the laid down principles of chanda 
and tala; a prabandha which does not 
follow rigidly the prevalent rules of 
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chanda, tala, raga, rasa (sentiment), bhasa 
(language) ahga and dhatu. 

Anlkastha (3Hl<*>+*0— Jayadhak (a type of 
folk drum). 

Anukara (snpflT) — A class of singers who 
chiefly copies other singers. [See : Gayana] 

Anuga (sr^T) — Instruments that 
accompany glta (song) etc.. 

Anugata ( 3*7^0 — A kind of Anuga vadana 
(playing) of string-instruments to beautify 
vilamvita laya (slow tempo) of gana by 
employing cleverly madhya (medium) 
and drut laya (fast tempo) into the play. 

Anudatta (3T3^TtT) — Low pitched Vedic 
svaras of Sama-gana; Laukika (popular) 
Rsabha (2nd note) and Dhaivata (6th note) 
svaras, uttered without accent. 

Anudruta (3rj£<T) — Ati druta (faster 
ten po);'/4th of Laghu marta or pramana 
(standard) matra; which measures half the 
time of duration of druta matra (fast 
tempo). 

Anunada ( 3^n<0 — Higher Sarhvadi (con- 
sonant) or anuvadi svara, which is 
connected and heard with the sounded 
main svara [overtones of a certain 
fundamental tone] 

Anunasika (SFJufacn) — nasal tune. 

Anupallavi (3ijHcnql) — Second dhatu or 
tuk (lyrical stanza) of Karnataka song. 

Anubandha (3PJ,^*T) — Supplement/ 
Apendix. Extra portion. In Karnataka 
(South Indian) Sahglta, that extra portion 
which helps to manifest the end clearly, 
after the different tuks of tanavarna [a type 
of classical song of South Indian music]. 

Anuvadini ( STJ/Trf^ft ) — Auxiliary/ 
assisting vina (a type of string instrument). 

Anuvadi (SPJ^t) — Besides sarhvadi (con- 
sonant) and vivadl (dissonant) all other 
svaras used in a raga; Apart from the 
interval of 1, 2, 9, 13, 20 and 21 srutis 
(microtones), svaras placed on any other 
sruti interval. 



Anubhava ( STjpM) — Gestures and postures 
expressing imaginary designs; Outwardly 
expression of Sthayl and Sancari bhavas 
(dramatic sentiments) which the nata 
(actor) used artificially to make acting 
significant and natural. [See : Bhava] 

Anumandra (3^H-£) — Saptaka (heptad) 
lower than the mandra or udara saptaka. 
Fourth string of North Indian Vina 
instrument. 

Anumandra Sthayl ( 3T^TF^«TPTt ) — 
Karnataka terminology of anumandra. 

Anuranana (3PJT <r H) — Gradual fading 
portion of a sound produced by striking 
on a string. Resonance. Reverberation. 

Anuloma (^ciIh) — Ascending; Gradual 
ascendance from lower to higher notes. 

Anusruti (3T3?jfo) — Minute interval. Indian 
name of micro tone is Sruti. Fraction of a 
sruti. 

AnusaranI (3ij«nuil) — Strings of judl (i.e. 
a pair of strings of a vina tuned on the 
same pitch). The last of the side strings, 
tuned to the same svara as the main string. 

Anusvana (3^*qi) — Those saha-nada or 
overtones, which have consonance or 
similarity with the main sound 
(fundamental tone) [See : harmonics]. 

Anusvaram ( STJ'^T''^ ) — In Karnataka 
terminology, svara used as embelishment 
with the main svara; Karnataka 
equivalent of Bhusika, Kan-svara or 
sparsa-svara (touch notes). 

Anuhati ( sr^Ffa) — Particular ancient 
gamaka [See : Gamaka]. A type of 
ghasita — a sound produced on a Vina by 
rubbing left finger on the string. Different 
kind of playing. 

Antara 1 (3T^R) — A particular dhatu used 
in Salagasuda prabandha (a kind of 
ancient lyrical composition). Alternative 
of dhruva dhatu. Third dhatu of avan- 
addha or membronophonic instruments. 

Antara 2 — Middle portion. 
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Antara 3 — Ratio/proportion. Indian 
equivalent of interval. Although during 
ancient times, Svaranyatva (*q<i-Hrq) 
Svaranta-ratva (*«KinKcq) — terms had 
been used to signify interval, but no 
discussion is available regarding their 
difference in meaning. What is available, 
is numbers of srutis (microtones) to 
indicate the difference. Injhe West there 
are whole-tone interval, half-tone interval 
or semi-tone interval, while in India, there 
are three categories-interval of four-srutis, 
interval of three Srutis and interval of two 
srutis. These may be introduced as-brhad- 
antara, madhya antara and ksudra-antara- 
(in short form — br, ma and ksu) [See : 
Catuska and sruti]. 

Antara Krida ( 3^<*Ul)— Name of a 
particular ancient tala. 

Antara Gandhara (3RR7TRJR) — Gandhara 
(3rd note) have four srutis, an ancient 
vikrta svara. 

Anatara-bhasa (3RTT*TFTT) — A variety of 
ancient raga group which was applicable 
for Gandharva gita. Raga group, born out 
of Bibhasa. [See : Raga] 

Antaramarga (sPrTOTFf) — To establish 
beautiful sahgati (applicability) of svaras 
or notes having alpatva (mild application) 
and lahghana (overlapping) with arhsa 
(vadl or sonant), graha (beginning) and 
other svaras at irrelevant places, apart 
from nyasa (resting note), apanyasa (semi- 
resting note) etc.. 

Antara-Sruti (3FflT?T%) — Sruti (microtone) 
or number of Srutis situated between two 
adjacent svaras (notes) [See : Sruti]. 

Antara 1( 3FflTT) — A particular lyrical stanza 
or tuk of modern giti-prabandha (classical 
compositions) and alapa; second tuk of a 
song; second or third tuk of stringed 
instrument. [See : Tuk, Alapa] 

Antara 2 ( 3T%n) — A type of ancient Indian 
dhruba-gTH (dramatic song). 



Andaj (3T^R) — Thata. Sur (tune). Musical 
manners. Consistency. [See : Thata] 

Anya-Svara (SFTT^T) — Extra svara used in 
Bhasahga raga. Irregular note of a raga. 
Vivadi svara of a raga. 

Apakarsa, Apakarsana (mi, 3TWfa) — 
To lower down a svara by loosening the 
peg or the string of vina. A kind of mid. 
[See : Mid] 

Apaghatila (STWfoff) — A particular kind 
of vina used during Vedic age. 

Apanyasa ( ST^RTO) — The last resting svara 
of the first part of a song or alapa. Except 
for the last carana (stanza), the svara, that 
denotes end of other caranas or tuks. 
According to modern meaning, the vidari 
sthana (rhythmic division of a lyric) and 
its last svara made up with the help of 
samvadi or the main anuvadl Svaras. 

Aparadesi (SRT^?ft) — A variety of Raga 
Desi. 

Apara Bhairava (3HT ^3) — Ancient form 
of Raga Bhairava. 

Aparantaka (JRTOi) — A kind of ancient 
gandharva-giti. 

Aparupa raga (SRFT TFT) — The raga diffi- 
cult to bring under any mela. 

Apasruti (3TOjf?T)— Out of tune. 

Apasvara 1 (3TT^T) — Harsh note. Noise. 

Apasvara 2 (3hhw) — One of the demerits 
of a singer who uses varjita svaras 
(omitted note) of a raga. 

Apasvara 3 (3<H*q<) — Prefix of a raga name; 
e.g. Apasvara-varali. 

Apaghatalika ( ^ MIMI<iRr1+l) — A kind of 
ancient Vedic vina. 

Apustanada (3^*<HI<) — Physically produ- 
ced sound, manifested in the head. 
Unexpressible sound. Before being 
expressed through mouth, the sound that 
strikes the palate and comes to an 
indistinct stage. [See : Nada] 

Apuma ( 3FJiS)— Raga consisting of less than 
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seven svaras. A veriety of ancient tana [See 
: Tana] 

Apurva raga (3Tjyf TFT) — Apracalita, i.e. 
raga not much in use or a new raga 
composed in recent years. 

Avakarsa (3iq<t>^) — To strike the string of 
an instrument by mizrab (plectrum) from 
inside towards outside. 

AvagTta (3iq'ila) — Ugly gana (songs). 

Avagraha (3TW?) — Twice-curved line 
resembling the English alphabet S, used 
in notation to signify the duration of matra 
or aksara (alphabet), written under a 
svara. In ancient times this sign was used 
to indicate guru-matra of Indian talas 
meaning two matras or to show difference 
in style of playing an instrument. 

Avagharsan (srwfa) — A type of ancient 
gamaka [See : gamaka] 
A type of ghasit ( a sound produced on 
the strings of a vina by rubbing left finger) 
(Glide). 

Avaghosa (3T^fa) — Indian equivalent of 
the English word drone: Monotonous 
tune; instrument repeating monotonous 
tune. 

Avanaddha (^iufi) — Anaddha; instru- 
ments covered with hide and played by 
strokes of hand, finger or sticks. 

Avanaddha Kutapa ( 3T^5^R) — Assem- 
blage of drum players, among whom one 
mrdahga (double faced drum) player 
takes the position of the leader. 

Avapani (3T^#n)— Atita graha, i.e., after 
passing over the initial beat. 

Avabhrtha (3T^J«T) — A particular type of 
auduva suddhatana (orderly pentatonic 
combination of notes). [See : tana] 

Avayava 1 (3T^T3) — Sthaya (phrases to 
develop a raga); (self complete lyrical 
part); Vastu khanda (part) or laksana 
(characteristics) expressing distinctiveness 
of a raga or gana. 

Avayava 2 (3Tq~q°r) — Part of Lahara (a solo 
drum playing). 



Avayava 3 (3TW?)— Pakad (particular 

phrases of a raga). 
Avaroha, Avarohana (STcrTTT, 3Wl*«l)— 

Viloma (reversal way); descending 

gradually from higher notes to lower 

notes. 

Avarohi varna ( ^qiiel^f) — Varnas (stages 
of movement) of avaroha (descending) 
sequence [See : Varna]. 

Avarohi varnalaftkara (3TqTT?t c|u|[H'chR)— 
Alarikara (ornamentation) made up of 
varnas in descending sequence [See : 
Alahkara] 

Avalaya (3iqcn<0 — To shorten or lengthen 
laya (tempo). 

Avalokita ( Siqciifoa) — A particular kind of 
alahkara (ornamentation). 

Avantara Sruti ( 3Tq~RTT ajftr)— Any S"ruti 
other than those Srutis used in svaras. 

Avikrta (^Pq<jici) — Buddha (pure), which 
can not be altered; the svara which has no 
flat or sharp version. Sadja (tonic) and 
Pahcama (fifth note) svaras of present day 
Indian classical music. 

AvinasI, AvilopT (STT^TTTft, srf^cftxft) — 
According to ancient sastras Madhyama 
svara (4th note of scale) or 'Ma' could 
never be. omitted under any circum- 
stances; Madhyama svara used to be 
called avina£i or avilopl (unomitted) 
because it was essentially applicable in 
gramas (scales) and suddhatanas.(orderly 
note combination). 

Avyakta-gayana (3T5^-ttfr)— A singer 
who does not pronounce the words of a 
song distinctly. 

Avyakta-nada ( 3Tozr^rfT^)— Apustanada; 
indistinct sound produced through palate. 
Out of five divisions of ancient nada, the 
fourth one. 

Abhahga (ST^) — Bhajana style of songs 
prevalent in Maharashtra, in which there 
are no strict limitations in the applications 
of ragas and talas. 

Abhaya-dindim fefi^M)— A kind of 
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Dhak (drum) appropriate for martial 
music. 

Abhava( 3T*Trg) — Deviation of bhava 
(mood) during presenting a raga. To alter 
raga-character by using bahutva 
(abundant usage of a note) in place of 
alpatva (sparingly used notes). 

Abhijata-sanglta (srfvFjrfiT TTffa) — Desi 
sahgita according to ancient sastras; 
uccahga sahgita (superior music). Music, 
which has been guided by many 
unnatural laws of music and has been 
constantly holding respect over a long 
period of time. Indian terminology for 
Western Classical Music and Dance. [See 
: Sahgita]. 

Abhinanda (anfa^) — Name of a particular 
ancient desi (regional classic) tala. 

Abhinaya ( srfVprT) — Unfold dramatic 
sentiments through various dramatic 
performances; to manifest the subject- 
matter of natya, through gestures, 
postures, proper application of language 
and pronunciation, correct use of alahkara 
and external physical efforts expressing 
mental state. 

Abhinaya-bheda (<fffwi-^)— Prakrti 
(nature) and laksanas (characteristics) of 
acting. It is of four kinds — (1) Ahgika- 
different kinds of deflections and motions, 
gestures and postures of the limbs that 
indicate the purpose or design. 

(2) Vacika — The language and style of 
pronunciation of natya. 

(3) Aharya — Use of ornaments, dresses, 
etc. 

(4) Satvika — External expression of 
Satvika bhavas (different dramatic moods) 

Abhinaye itikarta vyata ( 3#lH^Rl+ci<>Mdl) — 
To determine the course of style during 
acting; to ascertain character or virture of 
acting; to determine the systems 
accroding to which, acting would be 
performed. 

Itikartavyata or rules and manner of 



abhinaya (acting) or duty or virtue, are of 
two kinds — 

(1) Lokadharml — Expressing bhava and 
matter through natural and imitative 
physical acts. 

It is of two kinds. 

(a) Cittavrttyarpika (ftHeJc^N+l) (acting 
concerned with the faculties of mind) and 

(b) BahyavastvanukarmK ^l&cifcci^+iftufl ) 
(acting related to imitation of external 
matters. 

(2) Natyadliarml — Tender and sweet bhava 
(mood) of Kaisiki-vrtti, a kind of acting to 
perform unsurrounded bodily gestures to 
enact any ceremonial or popular event or 
expression through elegant physical 
exercise of ahgahara [See : Ahgahara] etc. 
and ahgabhinaya (acting through body 
gesture). It is of two types : 

(a) adopting Kaisiki, and 

(b) following popular method partially. 
Abhirudgata ( 3rf>i*<jMI )— One of the 

murchanas (helptads formed with 
changing keys of a scale) of sadja-grama 
(a scale with the tonic note 'sa'). 

Abhyasa 1 (3T«rra) — Particular type of 
bahutva (one of the ten characteristics) in 
which a svara of a raga is used frequently. 

Abhyasa 2 (3T«rra) — Practise of music; 
Riyaz. 

Abhyuccaya, Abhyucchraya (ar^^eg^T, 
3 T*3^F) — A particular kind of alahkara. 

Abhyudaya ( 3T«r^r) — A particular type of 
sadava suddhatana (hexatonic note 
combination). [See : Tana] 

Amalesvari (3iH<rl*q<)) — Name of a raga. 

Amatya (3RT7T) — Sarhvadi svara (con- 
sonant note) of a raga or grama (ancient 
Indian musical scale). 

Amrta-pahcama — Name of a 

raga. 

Amrta-Belavala ( 3TiJcT-^ciiqci) — Name of a 
Raga. 
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A^irta-sambhava (snjcT^M^T)— Name of 

particular sruti (microtone). 
Amrta ( 3PJ<TT) — Name of a particular sruti 

(microtone). 
rtl (SPJrft) — Name of an Indian vina 

(string instrument) during medieval 

period. 

Ambika ( 3Tf^iT) — Name of a raga. 
Ambhana ( ST 1 ^) — The place where Vina's 

sound originates (sound box) [ancient 

terminology]. 
Araj (3TT^) — Name of a raga. 
Arajhampa (3TT?W) — Name of a tala. 
Aranyegeya gana ( 3u u «i<N "HH ) — One of the 

four types of Vedic sama-gana. [Other 

types are gramageya gana, uha gana, iihya 

gana] 

Aruna-yukta raganama ( <miiih) — 
Raga names with the prefix Aruna — 
Arunanata, Aruna-bihaga, Aruna- 
mallara, Aruna-sahkara, etc.. 

Aru Saram (3T^ TR^) — A particular 
Karnataka stringed instrument. 

Arkestra (3^t£i) — Western terminology- 
'orchestra', which means — beautiful 
assembly of many instruments. [See : 
Vrnda] 

Arjuna (3T^T) — Name of a raga. Name of a 
tala. 

Ardha kampita ( 3T*-f *>r»-Hfl ) — A raga 
composed of one or two kampita svaras 
(undulating note). 

Ardha candra 1 ( 3T*f^j) — Sign of l A matra 
('A beat) note in Dandamatrik svaralipi 
(notation system invented by Kshetra- 
mohan Goswami, a Bengali musicologist 
during 19th century). 

Aradha candra 2(3T*f^) — Anudruta(-). 
'/4th beat of an Indian tala system. 

Ardha candra 3 (3T*f^?) — A variety of 
ancient hasta mudra (palm and finger 
posture of Indian dance). 



Ardhajhampa (ST*}^) — Arajhampa. The 

name of a particular tala. 
Ardhapataka (3T*Iq<i|cb) — Particular hasta- 

mudra (palm and finger posture of Indian 

dance). 

Ardhamagadhi ( srtfaFT*ft) — One of the four 
ancient gandharva or marga gTtis denoting 
rhythmic varieties of a song. [The other 
varieties are MagadhI, Sambhavita and 
Prthula]. 

Ardhasavitri (STtl^ifq^l) — The name of an 
ancient sadava suddha tana (an orderly 
hexatonic note combination). 

Ardhasthita ( 3TKff?*TcT ) — Those svaras, 
between dvyardha (4th note) and dviguna 
(8th note), applicable in the third 
svasthana (phase) of alapti (i.e., an alapa 
applied in ancient prabandha gana) [See : 
Svasthana, Alapti, Alapa, Prabandha] 

Alagu (3TcTfj) — Tamil terminology of sruti. 

Alagna 1 ( STcT 7 -T ) — Particular ancient 
method of playing the Pataha-vadya, a 
kind of two faced membranophone 
instrument of ancient India and it has a 
close resemblance with modern South 
Indian mrdarigam). 

Alagna 2 (3leFT) — Dissension of sequence 
in orderly arrangement of svaras. Use of 
svaras with pause and short duration. 

Alahka-gurjarl (^cifi^ ) — Name of a 
raga. 

Alahkarana (3hci§;<>ji) — To decorate raga, 
tala, tana, chanda etc. in a specially 
embellished manner, so that the actual 
composition would become wonderful 
and beautiful. An Indian equivalent to 
English words ornamentation and 
ornateness, which are used in Indian 
music in a broad sense. 

Alahkarana prakara ( 3hci§;<ui TO) — Three 
divisions of ornamentation, 
e.g. — (a) Raga-alahkarana, 
(b) Tala-alahkarana, and 



10 



Sanglti Sabda Kosa 



(c) Nartana-alaftkarana 
[See : each of these terms]. 
Alankara (3i<n£K)— A particular variety of 
raga alahkarana. Beautiful combination/ 
arrangement of geyavarna-mala (alpha- 
bets fit to be sung like Sa, Ri, Ga, Ma, etc.). 
Use of geya-varnas in combinations of 
different rhythms /metres. In modern 
terms it means to beautify a raga or gana 
without tremolo, but with the help of 
particular svaras or combination of svaras 
with a special articulative gesture which 
may have geya-varna or may be without 
varna. In this context, alankara is of two 
kinds, — (1) with varnas or attached to 
varnas, and (2) Varnatirikta, meaning 
redundant to above varnas or suddha- 
alahkara. (1) The first kind is of two types. 

(a) Varna-alahkara (i.e., alahkaras follo- 
wing varnas or movements) [See : Varna 
1], and 

(b) Chanda-alahkara (rhythmic orna- 
mentation). 

(a) In ancient times. Varna-alahkara meant 
alahkaras created by arranging sthayl- 
varna, arohi-varna or sahcari-varna (four 
movements of song). Alahkaras bound by 
chanda (rhythm) and tala were also placed 
under varna-alahkara. 
Now-a-days varna-alahkara means palat, 
ulat and firat with which chanda-bound 
alahkaras remain blended. In one word, 
varna-alahkaras are called palta [See : 
Varna and Taler Sanjna]. 

(b) Chanda-alahkara is a modern division. 
This alankara is produced when varna is 
changed into different chandas according 
to parts of matra, e.g., 1 sa+IRi + V4 Ga, 
this svaramala, consisting of three matras, 
when changed to 1 Sa + l'/sRi+lGa, 
chanda-alahkara is produced. 

(2) Varnatirikta or Suddha-alahkara is a 
modern division. In this alankara neither 
varnamala (alphabets), nor, even real 
geya-varnas (wordings) are used. It has 
three classes — 



(a) ViSista (Sa, Ri, Ga, Ma, etc.), (b) Varna- 
vyatirikta (redundant to varnas) and (c) 
Sthaya kaku (tonal gesture). 

(a) Exmaple of visista suddha-alahkara — 
(i) ataka, (ii) khataka, (iii) svarantaka, 

(iv) chut, (v) pukar, (vi) patak, (vii) thok, 
(viii) kan, (ix)zam zama, (x) jhatka, 
(xi) jhatak, (xii) katan, (xiii) masak and 
(xiv) damak. [See : Above terms]. 

(b) Example of varna-vyatirikta suddha, 
alankara — 

* 

(i)As, (ii) mid, (iii) lacak, (iv)sut, 

(v) ghasit, (vi) khatka, (vii) lapak, 
(vii) jhapata, (ix) murkl, and (x) gitkidi. 
Varnavyhrikta is also called sabdalahkara. 

(c) Sthayakuku suddha-alahkara 

[See : Chanda-alahkara, varna-alahkara, 
varnatirikta alankara, varna-vyatirikta 
alankara, Suddha-alahkara, sthaya- 
alahkara]. 

Alahkarer Prakrta Vyakhya ( ^dfiU TJfKT 
^TT^qT) — Alahkarer Prakrta vyakhya— 
means true explanation of alankara as mid 
and sut are taken as alankara, many 
ancient sthaya kakus and a few of 
gamakas are also considered to be 
alankara. [See : the respective terms] 
Alankara of present day is a particular 
svara bhahgi (style) or manner of uttering, 
which is without any andolana or 
kampana (swinging), having normal gati 
(movement) enhancing beauty. 

Alankara o Gamake Parthakya ( 3M^R 3Tt 
tjt[% ^IT^^f) — The difference between 
alankara and gamaka is that there is no 
andolana or kampana in alankara, while 
gamaka has [See : gamaka]. 

Alankara o tane parthakya (difference 
between alankara and tana) (3iei|;i< 3Tt 
cTT% "qr*fa*0 — Normally fast tempo is not 
applied in alankara, while fast tempo is 
the speciality of tana [See : tana]. 

Alankara o varne parthakya (difference 
between alankara and varna) (3T^TC 3Tt 
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^tfar) — In varna-alahkara, coordi- 
nated, beautiful and distinguished varnas 
(movement) are used, while disintegrated 
vama is only a pada of a lyric of song [See 
: varna]. 

Alahkara Sarhkhya (number of Alahkara) 

(arerfR (a) Sthayi alahkara 

(concentrated movement) =7, viz. (1) 
Prasannadi, (2) Prasannanta, (3) Prasanna 
dyanta, (4) Prasanna madhya, (5) 
Kramarecita, (6) Prastara, (7) Prasada, or, 
— (1) Bhadra, (2) Nanda, (3) Jita, (4) Soma, 
(5) Griva, (6) Bhala, (7) Prakasa. 

(b) Arohi alankaras (ascending movement) 
=12, viz., (1) Vistirna, (2) Niskarsa and 
gatra-varna, (3) Bindu, (4) Abhyuccaya or 
Abhyucchraya, (5) Hasita, (6) Preiikhita, 

(7) Aksipta, (8) Sandhi-pracchadana, 
(9) Udgita, (10) Udvahita, (11) Trivarna, 
(12) Prthagveni. 

(c) Avarohi alahkara (descending move- 
ment)=12, same names as arohi alahkara 
but arrangement is in descending scale. 

(d) Sancari alahkara (to and fro movement) 
=25, viz. (1) Mandradi, (2) Mandra 
madhya, (3) Mandranta, (4) Prastara, 
(5) Prasada, (6) Vyavrtta, (7) Skhalita, 

(8) Parivarta, (9) Aksepa, (10) Bindu, 
(11) Udvahita, (12) Ormi, (13) Soma, 
(14) Prehkha, (15) Niskujita, (16) Syena, 
(17) Krama, (18) Udghattita, (19) Rahjita, 
(20) Sannivrtta pravrttaka, (21) Venu, 
(22) Lalitasvara, (23) Hunkara, (24) Hrada- 
mana, (25) Avalokita. According to second 
opinion, total number is 26, in which 
Sannivrtta and Pravrtta of No.20 have 
been counted separately. 

(e) CJmndovaddha alahkara (with rhythm) 
=8, viz. (1) Dhruva, (2) Mathya/Mantha, 
(3) Rupaka, (4) Jhampa/Jhampa, 

(5) Triputa (6) Atha/Adru, (7) Adi/ 
Ektala/Laghukala, (8) Jhompata/Adda. 
As per another opinion, — (1) Indranila, (2) 
Mahavajra, (3) Nirdosa, (4) SIra, (5) Kokila, 

(6) Avartaka, (7) Sadananda, (8) Prakasa. 
[These last eight mentioned, are called 



astalahkara]. Apart from these, some more 
names of varna-alahkaras have been 
mentioned in different sastras and these 
are called together as — (f) Pahcalahkara 
(5 types of ornamentations) (g) sapta- 
lahkara (7 types of ornamentations) 
(h) Caturdasa-lahkara (14 types of 
ornamentations) and (i) Astadasalahkara 
(18 types of ornamentation). 

(f) Pahcalahkara is a sum-total of 5 
alankaras, viz., — (1) Cakrakara, (2) Java, 
(3) Sahkha, (4) Padmanibha/Padmakara, 

(5) Varida. 

(g) Saptalahkara is a sum-total of 7, viz., — 

(I) Taramandraprasanna, (2) Mandra- 
taraprasanna, (3) Avartaka, (4) Sampra- 
dana, (5) Vidhuta (6) Upalolaka, 
(7) Ullasita. 

(h) Caturdasalahkara is a sum-total of 14, 
viz., — (1) Ekasvara, (2) Dvisvara, (3) Tri- 
svara, (4) Catuhsvara, (5) Srhkhall, 

(6) Nagapasa, (7) Mahgala, (8) Yati- 
mahgala, (9) Nandana, (10) Sundara, 

(II) Kanda, (12) Sarabha, (13) Kutila, 
(14) Udbhata. 

(i) Astadasalahkara is a sum-total of 18 
alankaras, viz., — (1) Prasanna, (2) 
Paravrtta, (3) Nivrtta, (4) Parivartaka, (5) 
Aksipta, (6) Sampradana (7) Udvaha, (8) 
Upalolaka, (9) Kramaka, (10) Bahumana, 
(11) Ghataka, (12) Malina, (13) Hurhkara, 
(14) Udyota, (15) Vidyota, (16) Suvahu, 
(17) Praudha, (18) Sanmukha [See : 
Astadasa alahkara, Caturdasa alahkara, 
Pahca alahkara, Sapta alahkara]. 

Alahkaragulir Sanja (3TeTfR ^ffT) 
Alahkaras-their designations — [There is 
no serial ascendance or descendance in 
sthayi alahkara. In arohi and avrohl 
alahkara, there is sequence of ascending 
and descending orders respectively. 
Sancari alahkara has sequences both in 
ascending and descending orders. Except 
sthayi, examples of the rest are given only 
in ascending orders]. 

Abhyuccaya, Abhyucchraya- (ST*^^, 
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SP^F*) — The alah-kara, when pronoun- 
ced in the order of adi (1st), trtiya (3rd), 
pancama (5th), saptama (7th); example — 
S G P Ni. (In another opinion, an alahkara 
which is woven by two alternate svaras, 
e.g.— SG, RiM, GP, etc..) 

Avalokita 1 (3H<Hf)P*>d) — It is a Sancari 
alahkara which is formed by ascending 
and descending order in the following 
manner — adi (1st), trtiya (3rd), caturtha 
(4th), dvitiya, (2nd) svaras e.g. S G M M 
RiS. RMPPGRi, etc.. 

Avalokita 2 (3Hciir+d 2)— This alahkara is 
produced by pronouncing adi 3 times and 
caturtha 3 times; e.g.— SSS MMM RiRiRi 
PPP, etc.. 

Aksipta (STTfSTO) — It is an arohl alahkara, 
arranged with pairs of alternate svaras; 
e.g. — SG GP PNi etc.. (In other opinion, 
arrangement of alternate svara pairs, each 
svara used twice; e.g. — SSGG RiRiMM etc. 

Aksepa (STRN) — A sancari alahkara 
produced by arranging three svaras 
together; e.g.— SRiS RiGM GMP etc.. 

Avartaka 1 ( ^iqcf*) — An alahkara, bound by 
chanda and produced by uttering adi 
svara (first note) twice, dvitiya (second) 
twice, adi (first) twice, dvitiya (second) 
once and adi (first) once; e.g. — SS RiRiSS 
RiS, RiRiGG RiRiGR etc.. 

Avartaka 2 (STRcfa? 2) — Analahkara pro- 
duced by combination of four svaras toge- 
ther, in Adda-tala; e.g.— SRiGRi SRiSRi 
SRiGM, RiGMG RiG RiG RiGMP etc.. 

Indranila (s-vilci) — An alahkara produced 
by the combination of four svaras together 
in Dhruva tala; e.g.— SRiGM GRi SRiGRi 
SRiGM, RiGMP MG RiGMG RiGMP etc. 

Udgita ( d^'flci ) — An arohl alahkara is 
produced, when the adisvara (first svara) 
of a pattern consisting of three svaras is 
pronounced three times; e.g. — SSSRiG 
GGGMP etc.. (In other opinion, that 
alahkara which is produced by repeating 



the adi svara twice and prolonging the 
third svara of a three svara pattern; e.g. — 
SSRiGa RiRiGMA, etc.) 

Udghattila (<s<VHifg<n) — A sancari alahkara, 
produced by uttering adisvara (1st), 
dvitiya (2nd), pahcama (fifth), caturtha 
(fourth), trtiya (third), dvitiya (2nd) in this 
sequence, in a combination of five-svara- 
pattern; e.g.— SRiPMGRi, RiGDPMG, etc.. 

Udghatita (aqqifea) — A sancari alahkara is 
produced, when the adi (1st) and trtiya 
(3rd) svaras are pronounced twice, 
followed by adi (1st) to caturtha (4th) 
svara one after the other; e.g. — SGSG 
SRiGM, RiM RiM RiGMP etc. 

Udvahita 1 (^qifea 1 ) — An arohl alahkara 
which is produced by pronouncing the 
second svara thrice, of a three-svara- 
combination pattern; e.g. — SRiRiRiG 
MPPPDetc. 

Udvahita 2 (cs^qifea 2) — A sancari alahkara 
which is produced by pronouncing adi 
(1st), dvitiya (2nd), trtiya (3rd) and dvitiya 
(2nd), in this order; e.g.— SRiGRi, RiGMG 
etc.. 

Udvahita 3 (<J<^qifed) — A Sancari alahkara 
which is produced by pronouncing 
adisvara four times, dvitiya twice, while 
trtiya and caturtha once, in a pattern of 
four svara-combination; e.g. — SSSS 
RiRiGM, RiRiRiRi, GGMP, etc.. 

Upalola ( <sHcii<n) — It is an alahkara which is 
produced by using adi (1st) and dvitiya 
(2nd) svara twice and then trtiya (3rd) and 
dvitiya (2nd) twice, in a pattern of three- 
svara-combination; e.g — SRiSRi GRiGRi, 
RiG RiG MGMG, etc.. 

Ullasita ( <scciiF«a) — An alahkara which is 
produced by pronouncing adi (1st) svara 
twice and trtiya (3rd) adi (1st) and trtiya 
(3rd) svara once; e.g. SSGSG, RiRiMRiM, 
etc.. 

Urmi(~5ftf) — A sancari alahkara that is 
produced by using adi (1st) pluta-caturtha 



Strtgiti iabda Kosa 



13 



; insisting of three matras), adi (1st) and 
caturtha (4th) svara; e.g. SMAASM, RP-- 
RP, etc., [Another opinion, SMMMSM, 
RPPPRP, etc.] 

Kokila (<*)Pt>ci) — An alahkara which is 
formed by special use of four svaras in 
Triputa tala (A South Indian tala); e.g. — 
SRiG SRiGM, RiGM RiGMP. etc. 

Krama 1 1 ) — A sancari alahkara which 
is constituted by pronouncing in the 
following order — adi (1st), dvitiya (2nd) 
dvitiya (2nd), trtiya (3rd), trtiya (3rd), 
caturtha (4th), in a pattern of four svara- 
combination; e.g. — SRiRiGGM, RiGGMM 
P, etc.. 

Krama 2 — An alahkara which is 

formed by uttering adi-dvitlya, adi- 
dvitiya-trtiya, adi-dvitiya-trtiya-caturtha 
and so on; e.g.— SRi SRiG SRiGM, 
SRiGMP, and so on. 

Kramarecita 1 (*h)P3<i 1 ) — A sthayi alahkara 
that is created by the combination of three 
svara patterns — adi (lst)-dvitlya (2nd)- 
adi (1st), adi (1st)- trtiya (3rd) caturtha 
(4th)-adi (1st), pancama (5th)- sastha 
(sixth)-saptama(seventh)-adi; e.g. — SRiS 
SGMS SPD NiS. 

Kramarecita 2 (*H^pqa 2) — An alahkara 
which is produced by pronouncing adi 
(lst)-trtiya (3rd)-dviuya (2nd)-trtiya (3rd)- 
caturtha (4th)-trtTya (3rd)-dvitiya (2nd) 
and adi (1st) in this pattern; SGRiG 
MGRiS, RiMGM PMGRi, etc.. [Its other 
name is Griva]. 

Gnzw-(TTfa) — [See : Kramarecita 2] 

Calita (^m)— [See : Skhalita] 

]ita ('facT) — Similar to Hradmana alahkara. 
[See : Hradmana] 

Para Mandra-prasanna-An alahkara 
produced by uttering madhya-sadja 
(tonic, middle octave) to tara-sadja (eighth 
note), in ascending order and then 
pronounce madhya sadja again; e.g. — 
SRiG MP DNiS S. 



Trii>arna(h<*' 1 \) — An arohi alahkara, which 
is formed when the last svara of a three- 
svara pattern is pronounced three times; 
e.g.— SRiGGG, GMPPP, etc 

Nanda — An alahkara which is formed 
when adi (1st) dvitiya (2nd) and adi (1st) 
svara of a two-svara-combination, are 
repeated twice; e.g. SSRiRiSS, 
RiRiGGRiRi, etc 

Nirdosa (fa^fa) — An alahkara, which is 
formed when adi (1st) and dvitiya (2nd) 
svaras are pronounced twice together and 
then trtiya (3rd) and caturtha (4th) svaras 
are pronounced; e.g. — SRiSRiGM, RiG 
RiG MP, etc 

Niskarsa (Pi — An arohi alahkara which 
is formed when each successive svara is 
repeated twice; e.g. — SS RiRi GG MM PP 
DD NiNi. [When repeated thrice or 
fourtimes it is called 'gatravarna'] 

Niskujita (Pi«f>Pna) — A sancari alahkara is 
formed, when adi (1st), dvitiya (2nd), adi 
(1st), trtiya (3rd) and adi (1st) are 
pronounced in this order e.g. — SRiSGS, 
RiG RiMRi, etc 

[In other opinion, adi (1st) and caturtha (4th) 
svaras are repeated twice and then from 
adi (1st) to caturtha (4th) svaras are 
pronounced successively in this alahkara; 
e.g.— SMSM SRiGM, RiPRiP RiGMP, etc.] 

Parivarta (Mp;qrf) — A sancari alankara in 
which adi (1st), trtiya (3rd) and caturtha 
(4th) svaras are pronounced; e.g. — SGM, 
RiMP, etc.. [In one opinion, that alahkara 
in which adi, trtiya, caturtha and dvitiya 
svaras are pronounced, e.g. — SGMRi, 
RiMPG, etc.]. 

Prthagveni (^sT^fl) — An arohi-alahkara, 
which is formed by pronouncing each 
svara of a pattern of three-svara 
combination thrice, e.g. — SSS RiRiRi GGG, 
MMM PPP DDD. etc 

Prakasa ( U*l^l) — An alahkara, which is 
formed by the utterance in fragments of 
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four svaras accroding to chanda, 
composed in KarnatakataTa, named 
Addatala; e.g.— SS RiRiGG MGRiRi 
GRiSS, RiRi GG MM PMGG MG RiRi etc.. 

Pravrtta, Pravrttaka (3I^tT, H*jTl+) — A sancari 
alahkara, which is formed by doubling 
each svara of a sannivrtta [See : Sannivrtta] 
alahkara; e.g.— SS RiRi GG RiRi, RiRi GG 
MM GG, etc. 

Prasannamadhya (Uy-iHWT) — A sthayl 
alahkara which is formed by pronouncing 
Tara svara of adi (8th note) at the start and 
end, and adi (1st) of madhya-svara in the 
middle; e.g. — 6SS\ 

Prasannadi (y«Hlf<)— That sthayl alahkara, 
which is formed when tara-svara (8th 
note) of adi (1st) is pronounced after two 
adi (1st) svaras; e.g — SS$\ 

Prasannadyanta ( J i~&^XV^) — A sthayl 
alahkara which is produced when adi (1st) 
svara is pronounced at the start and end, 
and tara-svara (8th note) of adi (1st) in the 
middle; e.g. — S&S 

Prasannanta ("STCFTRT) — A sthayi-alahkara, 
which is formed when one adi svara is 
pronounced after two tara svaras of adi 
(1st); e.g.— SSS 

Prasada 2(TOK)— A sthayi-alahkara, which 
is formed when the last note is adi- 
madhya (1st note of middle octave) and 
the first note is adi-tara svara (8th note) in 
each of the three consecutive patterns of 
alahkara; e.g.— SRiS, SGMS, SPDNiS. 

Prasada 2 — A sahcari-alahkara, which 
is formed by pronouncing adi (1st), 
dvitiya (2nd), and adi (1st), in a pattern in 
a successive manner; e.g. — SRiS RiGR 
GMG, etc.. 

Prasada 3 (STOK) — A sancari alahkara, where 
adi (1st) and dvitiya (2nd) svaras are 
pronounced thrice and then trtlya and 
dvitiya (2nd) svaras are sung; e.g. — 
SRiSRiSRiGRi, RiG RiG RiG MG, etc 

Prastara (3TRTR) — A sthayi-alahkara, which 



is produced when the last svara of each 
successive pattern is pronounced in tara- 
sthana (8th note) and the adisvara (1st 
svara) in madhyasthana (middle octave) 
e.g.— SRS", SGMS", S P D NiS\ 

Prastara 2 ('STRnT) — A sancari alahkara, 
which is produced when adi (1st) and 
trtlya (3rd) svaras are pronounced by 
skipping the madhya svara (2nd 
successive note); e.g. — SG, RiM DP, MD, 
P Ni etc 

[In other opinion, adi (1st) and caturtha (4th) 
svaras are pronounced skipping the 
middle two successive svaras; e.g. — SM 
RiP GD, etc.. 

Prenkha (^) — A sancari alahkara, produ- 
ced by pronouncing adi (1st), dvitiya 
(2nd), dvitiya (2nd) and adisvara (1st 
svara), in this pattern, e.g — SRiRiS RiGGRi 
GMMG, etc.. [In one opinion, the alahkara, 
in which adi (1st) and caturtha (4th) 
svaras are pronounced twice; e.g. — SS 
MM, RiRi PP, etc.]. 

Prenkhita (Jlfjj-a) — Arohi-alhkara, produced 
by pronouncing in a successive manner 
adi (1st) dvitiya (2nd), dvitiya (2nd) trtiya 
(3rd) svara, etc.; e.g. — SRi RiG GM, etc. 
There is andolana (undulation of notes) 
in this alahkara. 

Varida (qifrO — An alahkara, produced by 
pronouncing first svara once, seventh 
svara thrice; in the second step first svara 
once, sixth svara thrice, in this manner; 
e.g— SNiNiNi, SDDD, and so on. 

Vidhuta (fa'JjT) — An alahkara, produced by 
repeating adi (1st) and trtlya (3rd) svara 
twice, e.g. — SG SG, RiM RiM, and so on. 

Bindu (f^^) — (1) An Arohi alahkara, 
produced by pronouncing first svara 
thrice, second once, third svara thrice, 

frouth once and so on; SSSRi, GGGM 

(2) A sancari alahkara, produced by 
pronouncing first svara thrice, second 
once and first svara again; e.g. SSS RiS. 
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Alternatively, adi svara thrice, dvitlya 
once, adi once and trtiya once; e.g. — SSS 
RiSG, RiRiRiGRiM 

Vistirna (fq«iM) — When successive seven 
svaras are pronounced at length, then the 
Arohi-alahkara that is produced; e.g. — SA 
RiA GA MA PA DA NiA. 

Venu (^3) — A Sahcari alahkara formed by 
pronouncing adi (1st) svara twice, second 
once, fourth once and third once; e.g. — SS 
Ri MG, RiRiGPM. Alternately, an 
alahkara, produced by pronouncing a 
sequence of adi (1st), fourth, third, fourth, 
adi (1st), second, third and fourth in a 
pattern comprising of four svaras; e.g — 
SMGM SRi GM, RiPMP RiGMP 

Vyavrtta (W^rT) — A sahcari alahkara 
formed by pronouncing adi (1st), trtlya 
(3rd), dvitiya (2nd) caturtha (4th), and adi- 
svara(lst svara) in a pattern; e.g. S G Ri M 
S. Alternately, after pronouncing adi (1st), 
trtlya (3rd), dvitlya (2nd) and caturtha 
(4th) svaras, adi (1st), dvitiya (2nd) 
trtiya(3rd) and caturtha (4th) svaras are 
pronounced to form this alahkara; e.g. — 
SG Ri M SRiGM 

Bhadra ( — A Sthayi alahkara produced 
by adi (1st), dvitiya (2nd) and adi-svara 
(1st svara) pronounced in a pattern; e.g. — 
S Ri S, Ri G Ri, 

Bhala ( *TTeT) — A sthayl alahkara formulated 
by first pronouncing adi (1st), trtlya (3rd), 
dvitiya (2nd) and caturtha (4th) and then 
caturtha (4th), trtlya (3rd), dvitiya (2nd) 
and prathama (1st) svara; e.g. — S G Ri M 
MGRiS, 

Mandra Tara Prasanna (H-^uy«H)— An 
alahkara produced by pronouncing 
mandra-sadja (1st note of lower octave), 
then from tarasadja (1st note of higher 
octave) to mandra sadja (1st note of lower 
octave) in a sucessive descending manner; 
e.g.— S 6 Ni D P M G Ri S. 

Mandra madhya ( h-sh*^) — A sahcari 



alahkara formed by a pattern consisting 
of trtlya (3rd), adi (1st) and dvitiya, (2nd) 
e.g.— GSRi, MRiG. 

Alternately, it is an alahkara formed by 
pronouncing adi (1st), trtiya (3rd), dvitiya 
(2nd) and trtiya (3rd) svaras, caturtha 
(4th), trtlya (3rd), dvitiya (2nd) and trtiya 
(3rd), svaras, dvitlya (2nd), trtlya (3rd), 
dvitiya (2nd) and adi (1st) svaras, and adi 
(1st), dvitlya (2nd), trtiya (3rd) and 
caturtha (4th) svaras, these four patterns; 
e.g.— SGRiG MGRiG RiGRiS SRiGM, (In 
this chanda Ja-gana is used-See : Gana). 

Mandradi ( h-siHO — A sahcari alahkara 
produced by pronouncing adi (1st), trtlya 
(3rd) and dvitiya (2nd) svaras succe- 
ssively, e.g. — SGRi, RiMG, 

Alternately, it is an alahkara made by 
pronouncing adi (1st), dvitlya (2nd), trtiya 
(3rd), and caturtha (4th) svaras, caturtha 
(4th), trtiya (3rd), dvitlya (2nd), and adi 
(1st) svaras, after that, adi (1st), dvitiya 
(2nd), trtiya (3rd) and dvitiya (2nd), svaras 
are pronounced followed by adi (1st), 
dvitiya (2nd), trtlya (3rd) and caturtha 
(4th) svaras again; e.g. — SRiGM MGRiS 
SRiGRi SRiGM (the last two svaras of this 
sequence are guru or two matra duration) 

Mandranta (h-si-a) — The sahcari alahkara 
made by successive pronouncing of 
dvitiya (2nd), trtlya (3rd) and adi (1st), 

svaras; e.g. — RiGS, GMRi, 

Alternately, the alahkara, in which after 
pronouncing adi (1st) twice, dvitiya (2nd) 
twice and trtlya (3rd) twice, then caturtha 
(4th), trtlya (3rd), dvitlya (2nd), trtlya 
(3rd), divtlya (2nd) and adi (1st) svaras 
are pronounced once; e.g. — SS RiRi GG 
MGRiGRiS (Na-gana is used in this 
chanda)-[See: Gana] 

Mahavajra (nsiq*) — An alahkara made by , 
uttering a four-svara composition in the 
chanda of Mantha tala; (a South Indian 
tala) e.g.— SRi GRi SRi SRi GM ... [See : 
Chandovaddha alahkara]. 
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Ranjita (<D*Jia) — A sahcari alahkara made 
by uttering a composition of adi (1st), 
trtiya (3rd), and dvitlya (2nd), followed 
by another composition of adi (1st), trtiya 
(3rd), dvitlya (2nd) and adi (1st); e.g. — 
SGRi SGRiS, 

Alternately, an alahkara, made by 
pronouncing a composition of adi (1st), 
trtiya (3rd), dvitiya (2nd), and trtiya (3rd), 
svaras followed by another composition 
of adi (1st), dvitiya (2nd), trtiya (3rd), and 
caturtha (4th), svaras; e.g— SGRiG SRiGM, 



Lalita svara (ciRiaw) — A sahcari alahkara, 
formed by pronouncing adi (1st), dvitiya 
(2nd), caturtha (4th), dvitiya (2nd), and adi 
(1st) svara; e.g.— SRi MRiS, RiG PGRi,... 

Alternately, that alahkara formed by 
pronouncing adi (1st) svara twice, 
caturtha (4th) twice, trtiya (3rd) twice, 
dvitiya (2nd) once and adi (1st) svara once, 
followed by adi (1st), dvitiya (2nd), trtiya 
(3rd), dvitlya (2nd), adi (1st), dvitiya 
(2nd), trtiya (3rd), and caturtha (4th) 
svara; e.g.— SS MM GG RiS SRi GRi SRi 
GM, RiRiPPMMGRi RiGMGRiGMP, . . . . 

Sankha (TT^f ) — An alahkara formed by 
pronouncing adi (1st) twice, dvitiya (2nd) 
once and trtiya (3rd), once, in a descending 
succession; e.g.— S^S" NiD, NiNIDP... . 

$yena — A sahcari alahkara formed by 
pronouncing adi (1st) and pancama (5th) 
svaras in a successive manner, e.g. — SP, 
RiD, GNi 

Alternately, that alahkara formed by 
pronouncing separately each one of all the 
successive svaras with adi (1st); e.g. — SRi 
SG SM SP 

Saddnanda ('?RFR) — An alahkara, formed 
by pronouncing four successive svaras 
one after another in succession; e.g. — SRi 
GM RiG MP. [See : Chandovaddha 
alahkara] 

Sandhi Pracchadana ( WpM!J-<*JKH) — An arohl 
(ascending alahkara made by pro- 



nouncing adi (1st), dvitiya (2nd) and trtiya 
(3rd), trtiya (3rd), caturtha (4th) and 
pancama (5th), in this order; e.g. — SRiG, 
GMP, PDNi, 

Alternately, that arohl alahkara, formed by 
pronouncing adi (1st), dvitiya (2nd) and 
trtiya (3rd) as guru (long duration) svara, 
dvitiya (2nd), trtiya (3rd) and caturtha 
(4th) as guru svara, in this order; e.g. — 
SRi GA, RiG MA... . 

Sannivrtta (^P-i^ti) — An alahkara, formed 
by pronouncing the compositions adi 
(1st), dvitlya (2nd), and trtiya (3rd) svaras, 
dvitlya (2nd), trtiya (3rd) and caturtha 
(4th) svaras, trtiya (3rd), dvitlya (2nd), and 
adi (1st) svaras and dvitlya (2nd), trtiya 
(3rd) and caturtha (4th) svaras; e.g. — SRiG 
RiGM GRiS RiGM, 

Sannivrtta pravrttaka ( tnT-it^T y^ti*) — A 
sahcari alahkara formed by pronouncing 
adi (1st), pancama (5th), caturtha (4th), 
trtiya (3rd) and dvitlya (2nd) svara; e.g. — 
SPMGRi, RiDPMG, 

Sama C*W) — A sahcari alahkara formed by 
pronouncing four svaras in ascending 
order and then again in descending order; 
e.g.— SRiGM MGRiS 

Sampmdana (TFS^FT) — An alahkara, formed 
by pronouncing adi (1st), and dvitlya 
(2nd) svaras twice and later adi svara 
twice again ; e.g.— SSRiRiSS, RiRi GG 
RiRi, 

Sira ('^ftr) — An alahkara produced by 
pronouncing three patterns made out of 
four successive svaras in the chanda of 
Jhampatala (a South Indian tala); e.g. — SRi 

SRiG SRiGM, RiG RiGM RiGMP [See : 

Chandovaddha alahkara] 

Soma(~3FR) — A sthayi alahkara formed by 
adi(lst), trtiya (3rd), dvitiya (2nd), and adi 
(1st) svara each pronounced twice; e.g — 
SS GG RiRi SS, RiRi MM GG RiRi, 

Skhalita ( hsi fin a ) — A sahcari alahkara 
formed by pronouncing adi (1st), trtiya 
(3rd), dvitlya (2nd), twice caturtha (4th), 
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dvitiya (2nd), trtiya (3rd), and adi (1st) 
svara; e.g.— SGRiMMRiGS, RiMG PPG 
MRi 

Hasita — An arohi alahkara, formed 

by pronouncing adi (1st) once, dvitiya 
(2nd) twice, trtiya (3rd) svara thrice, thus 
increasing each svara while ascending in 
a successive manner; e.g. — S RiRi GGG 
MMMM PPPPP DDDDDD NiNiNi- 
NiNiNiNi. 

Hunkara (l^TT) — A sahcari alahkara formed 
by pronouncing adi (1st), dvitiya (2nd), 
adi (1st), again adi (1st), dvitiya (2nd), 
trtiya (3rd), dvitiya (2nd), adi (1st), svara, 
thus adding a new svara in each pattern 
while moving up; e.g. — SRiS, SRiGRiS, 
SRiGMGRiS, SRiGMPMGRiS. . . . 

Alternately, an alahkara produced by 
pronouncing adi (1st) svara twice 
followed by pancama (5th) svara twice in 
successive manner; e.g. — SS PP, RiRIDD. .. 

Hrddmana, Hladmana § iqnii ) — A 

sahcari (to and fro movement) alahkara 
produced by pronouncing adi (1st), trtiya 
(3nd), dvitiya (2nd) and adi (1st) svaras 
in a successive manner; e.g. — SGRiS, 
RiMGRU. . 

Alahkara 2 (^cif i<) — Special form of 
amorous gestures applicable in acting. 

Alahkara 3 (^cigiO— Six specialities of 
recital, e.g. — Ucca (high), dipta (bold), 
mandra (low), nlca (low), druta (fast) and 
vilamvita (slow). 

Alahkrta (Sifls-^a) — One of ten types of 
ornamentation used during presentation 
of gita. 

Alahghana (^dfi) — Correct usage of any 
particular svara during application of 
svaras in Jati or Raga-vistara, so that, that 
particular svara is not skipped or ignored; 
a particular type and application of 
Bahutva which comes under ancient Raga- 
laksana (characteristics of Raga) [See : 
Bahutva] 

Alpat (3T?rq^) — A variety of mixed laya 
(tempo) of Sama-visama. [See : Gati] 



AlavanI ( ) — A kind of ancient Indian 

vina [See : Vadya] 
Alabu ( STcTT^) — Bottle gourd. A type of 

ancient vina. 
Alabu SarahgT (STcTCJ WUtfl) — A type of 

Sarahgi (a musical instrument) attached 

with the belly made of bottle-gourd [See : 

Vadya] 

Alaripu (3TcTrftj) — Preliminary dance 
portion of Bharatanatyam (a type of South 
Indian classical dance) depicting from 
Rahgadaivatapuja to offering puspahjali. 
[Karnataka paribhasa (terminology)]. 

Alahiya ( STcTTftRT) — Alaiha, Alhaiya; The 
name of a raga. [See : Raga]. 

Alopi ( 3l#qt) — The identification of the 4th 
note of ancient Indian scale. 

Algoja (3hci'i1*ii) — Flute type of musical 
instrument; Alagosa [See Vadya yantra] 

Alpatva, Alpata (3leTOS(, 3(c*Rn) — Particular 
laksana (characteristics) of ancient jati or 
raga; scanty use of a particular svara; a 
svara scantily used or sometimes 
obliterated [See Raga-laksana]. 

Asvakranta (3T$raTRT) — Particular tana of 
ancient Sadja-grama (a scale, with sa as 
tonic) murcchana [See : Murcchana]. 

Asvakranta (3T^FTRTT) — Particular Mur- 
cchana of Sadja-grama. [See: Murcchana] 

Asvatana ( STSffiH) — A type of tana made up 
of abundant vinyasa (arrangements) of 
seven svaras, used in Karnataka 
Manodharma Sahgita. 

Asvapratigraha ( 3TOTftm^)— Particular 
6adava (hexatonic) S\iddha tana (orderly 
note combination) of ancient Madhyama- 
grama [See : Tana]. 

Asvamedha (3T*r^£r) — Sadava (hexatonic) 
Buddha tana (orderly note combination) of 
ancient Sadja-grama (a scale of sa as tonic) 
[See : Tana] 

Asvini ( arfteFft)— The name of a tala. 

Astaka ( 3TO^)— Composition of eight 
successive svaras. Successive eight svaras. 
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Two times/doubly vibrated svara of any 
svara, e.g. s — s. 

Astakam ( 3T52^) — A type of Karnataka- 
gita (South Indian song) which has eight 
divisions; these divisions are sung in the 
same tune. 

Astakapalaka (^^wid*) — An Ouduva 
(pentatonic) suddhatana (orderly note 
combination) of ancient madhyama- 
grama (a scale of Ma as tonic) [See : Tana] 

Astakalasam (3T^HW^) — A dance with 
eight kala-type of sequences presented 
during the successions of Natya sandhi. 
The eight varieties of nrtta (dance) posture 
presented at the end of the scenes of 
Kathakali dance drama (a classical dance 
style of Kerala). 

Astatala (3i<ttii<n) — A type of tala. 

Asfapadl (aroq^)— The common name for 
the songs of Gltagovinda by Jayadeva (a 
famous 15th century poet of Bengal). 

As tarn a prahara (3T5?TSfi?T) — A namagana 
or kirtana which last through asta prahara 
(24 hours) or eight praharas (a prahara is 
about three hours each). 

Asfadasa Kanara(3T*er<^ ^HTI)— It refers 
to 18 constituent ragas of Kanara — 
Adana, Kafi-kanara, Kaus-kanara, Gara- 
Kanara, Jaijayanti-kanara, Tanka-kanara, 
Darbari-kanara, Nagadhvani-kanara, 
Nayaki-kanara, Bahar-kanara, Bagisvari- 
kanara, Mahgala-kanara, Mudrika- 
kanara, £yam-kanara, Sahana-kanara, 
Sughrai-kanara, Suha-kanara, Huseini- 
kanara. 

In other opinion — Adana, Kafi-kanara, 
Kaus-kanara, Khammaji-kanara, Gara- 
kanara, Jaijayanti-kanara, Darbari-kanara, 
Daulati-kanara, Nayaki-kanara, Bahar- 
kanara, Bagisvari-kanara, Basanti-kanara, 
Mahgala-kanara, Mudrika-kanara, 6udh- 
kanara, Sahana-kanara, Sughrai-kanara, 
Suha-kanara. 

As per another opinion, instead of Basanti- 



kanara, and Sudha-kanara,, these are 
Sorathi-kanara, and Huseini-kanara. 

Asfadasa vadya ( ^fra) — It refer to 18 
kinds of instruments, used for puja 
(worship) in ancient days in the temples. 

Asfadasangula varhsT ( aiWVII^d ^?ft ) — It 
refers to an ancient period flute which 
ascertained value of mandra-sadja and 
had 18 ahguli (measure by the top part of 
the fingers or little finger or thumb) -gap 
between the mukha-randhra (hole in the 
forepart) and tararandhra (hole for upper 
saptaka). 

Astadasalahkara (3TOR?n^R) — The name 
of 18 ancient varna-alahkaras, described 
and arranged as per recent methodology, 
eg.— (1) Prasanna— SRiGM PDNiS" (2) 
Paravrtta-S"NiDPMGRiS (3) Nivrtta— SRi, 
SRiG, SRiGM etc.. (4) Parivartaka— NiS", 
NiDS\ NiDPS\ NiDPMS\ NiDPMGS\ 
NiDPMGRiS, NiDPMGRiSS", (5) Aksipta- 
RiS, GRiS, MGRiS etc.. (6) Sampradana — 
S"Ni:, S"NiD, $NiDP, etc.. (7) Udvaha— RiS, 
GRi, MG, PM, DP, ND, $N: (8) 
Upalolaka— NiS", DNi, PD, etc.. (9) 
Kramaka— SRi, RiG, GM, MP, PD, DNi, 
NiS". (10) Bahumana— SNi, NiD, DP, etc.. 

(1 1) Ghataka— SG, RiM, GP, MD, PNi, DS" . 

(12) Malina— S"D, NiP, DM, etc., (13) 
Huhkara— SRiGM, MGRiS, SNiDP, 
PDNiS". (14) Udyota— SS\ RiNi, GD, MP, 
PM, DG, NRi, SS. (15) Vidyota— SMP$, 
SRiG, DNiS", $NiD, GRiS, SPMS. (16) 
Suvahu— SRiS, SGS, SMS, etc. 

Astapada- (3TM^)— A kind of Kirtana 
song, lasting through asta-prahara, (24 
hours). 

Asama-matrika (3TSR hiRi*) — A type of 
tala which does not have any evenness in 
the number of matras in its padas. 

Asama-raga ( WTTTm) — A kind of raga, the 
arohi and avrohl of which have different 
svaras. 

Asampurna tana (STCTPJ'f cfH)— A kind of 
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tana (note combinnation), which does not 

use seven svaras. 
Asampurna raga (3RFq^ TFT) — A raga, 

which does not use seven svaras. 
Asarhyuta hasta (sm^TfT)— A kind of 

dance mudra, (finger gesture) performed 

with one hand. 
Astal (3T*<TTf) — A type of fast Khayal, the 

composition of which should normally 

complete in one carana (lyrical stanza/ 

foot in poetry), [see : Khayal] 
Asthal, AsthayT (3T*snf, 3T?«TFft)— Sthayi- 

varna, modern sthayi stanza. The first 

carana (stanza) of a song [Hindi 

corruption of the word sthayi] [See : 

Varna] 

Asvara (STT^T) — With Svaras having no 
tranquil quality; With Svaras having 
coarseness like that of a crow; with harsh 
or broken svaras. 

Ahati (3T?fa) — A type of gamaka [See : 
gamaka]. 

Ahlra (3#0 — See : Ahir. A kind of raga. 

Aharh ( 3Tf ) — Name of a raga. 

Arhsa 1 (3TYt) — The main laksana 
(characteristic) of ancient jati (modes) or 
raga; The main svara (sonant), acquainting 
a raga; much used svara Vadi. A note that 
divides a saptaka (heptad). 

Arhsa 2 (3T?T) — Reflected image of a raga 
on another raga. 

Arhsa-Sthaya ( 3T?T-"f«TFT) — To add avayava 
(component part) of a raga on another 
raga, that would participate in expressing 
speciality of the raga. [See : Sthaya] 

Arhsarhs (3RTRT) — A kind of Arhsa-Sthaya. 

Ayayeb ( SV&Q)— Distortion (A.). Distortion 
of vocal utterance. 

Ayayeb tana (5TFfa cTFT) — The artificial 
tanas produced intentionally due to 
unnatural flow of air from throat. [See : 
Tana] 

Ayayeb tana-prakara (varieties) ( s^i^U 



cTB-'S^R) — Generally, there are 9 kinds of 
Ayayeb tana, e.g. — 

(1) Of — to perform a tana by pressing the 
lips, emanating special sound. 

(2) Kaki — The tana, in which coarse sound, 
like the call of a crow comes out. 

(3) Khed— The tana, in which the 
applicable svara gets omitted by sliding 
away, during actual utterence. 

(4) Jabda — The tana, performed by shaking 
cheeks [Jabda=cheek]. 

(5) Takl — The tana, in which palate is used. 

(6) Naki — The tana, sung in nasal tone. 

(7) Bakra — The tana, in which voice is 
suppressed to emit sound like that of a 
goat's bleat. 

(8) Siitkari — The tana, in which sound of 
breathing is clearly audible and a sound, 
like whistling emanates. 

(9) Halak — A tana, pronounced from 
larynx or vocal chord, like Kanthya- 
varnas. [Halak=Wind pipe of human 
throat]. 

A(OT) 

Aul (3TT3cT) — Devotee of Sahaja-pantha (a 
religious sect). Saints [A. Aoliya] 

Aocar ( 3TT3TfaF) — Aocara. A variety of alapa 
of Hindustani classical music. [See : Alapa 4] 

Aorda (3TT3TTTf) — Hindi expression of 
Avarta (cycle). Pher: From Sama (initial 
beat) of a tala to the previous matra (beat) 
of next Sama; One avrtti (cycle), till 
returning to the point of commencement. 
[Skt. Avrtti] 

Akarsa ( 3TT^) — Stroke by mizrab on string 
instrument like sitar, etc., from outside to 
inside. 

Akara (STFFnT) — Full vocal strength for 
uttering svaras. Sur-vistara with the letter 
'A' in a natural voice. To create variety, 
with the help of force of voice. Use of 
vowels in vocal practice. 

Akarmatrik Svaralipi (3fl+UHlRl* ■Wift-ifa) — 
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A notation system of Bengal innovated by 
Jyotirindranath Thakur, in which one 
akara "-T" is used as a sign of one matra 
(beat) [See : Svaralipi]. 

Aksipta (snfsrci) — A particular alahkara 
(ornamentation). 

Aksiptika ( snfsjftro) — At the end of ancient 
alapa, the nibaddha portion (lyric ) which 
was composed of bhasa (language), pada 
(stanzas), svara (notes) and tala (time 
cycle). As per Karnataka paddhati or 
music system, the inital alapa-portion of 
a raga; Ayittam. 

Aksepa (sntf'q) — Name of a particular 
alahkara (ornamentation). 

Akhda (3?ni5T) — Bengali corruption of the 
word Akhada. Place for music culture/ 
Study. 

Akhdai (sn^flf ) — Mahda (rehearsal). Raga- 
sahgita, prevalent among less-learned. 
Desi-akhdai, polished and raised to the 
classical level by Ramnidhi Gupta. 
Akhauda, [a medieval form of North 
Indian music performance as stated in 
Abul Fazal's Ain-e-Akbari]. 

Akhar, Aklar stf^) — Bengali corr- 

uption of the word Aksara (alphabet). 
[See : Aksara]. While singing the caranas 
(lyrical stanzas) of klrtana, the self 
composed or compiled pada (lyric), 
portion of a pada to explain the bhava 
(emotion/sentiment) of the composition, 
[See : Klrtana]. 

Agata (aipra) — Avaroha. Descending order. 
Advent of sama (the first beat of a tala). 

Agantuka svara w<) — A particular 

vivadi (dissonant note) kind of svara 
bringing beauty in a raga [A terminology 
introduced by Pandit Bhatkhande]. 

AgamanI gana (ann^ft TR) — Songs 
depicting the home-coming of Uma (the 
goddess) to her parents, sung, from a few 
days before the commencemnt of 
Durgapuja festival, lasting through the 
days of the puja. 



Aghata (3tTW) — A kind of a fret of ancient 
vina (string instrument). 

Aghati ( snwt ) — The name of a particular 
ancient Vedic vina. AlapinI vina. 

Aghata (sttetrt) — Zarab; Strike on Vina 
strings by Mijrab (plectrum). Tali (major 
beat). Sounded hand movement. Prasvana 
(forceful sound) in tala. 

Artkika ( 3#^7 ) — The name of an ancient 
mrdahga (a drum to be kept on the lap 
while playing). 

Angika abhinaya (3TTff3> 3Tf»-"Pr*T) — 
Expressing a dramatic bhava (mood) 
through parts of the body. 

Acara (3fT3R) — Education system. 

Acarya ( OT^pf ) — Ancient Indian Preceptor; 
Drama teacher. 

Acarya guna (qualities) (3nmi4 — 
Memory, intelligence, calmness, great- 
ness, firm in words, poetic talent, no 
illness, sweet behaviour, endurance, 
control, sweet utterance, no anger, 
truthfulness, impartiality, piety/honesty, 
indifference towards praises. 

In the field of drama, excellent knowledge 
about stage specialities, use of polished 
words, experience in rules of tala, 
theoretical knowledge of vadya and svara, 
efficiency in playing four types of 
instruments, knowledge about religious 
opinions, knowledge of Artha-sastra, 
knowledge of Kama-sastra, knowlegde of 
hand and leg movements, wisdom in the 
subject of rasa-bhava, experience in 
producing drama, experience in various 
customs and practices, and prudence in 
application of Sastra. 

At — Nrtyanatya (dance drama). 

Attakatha — Kathakali (a classical 

dance style of South India). 

Attain — Nrtya (dance). 

Ad ( 3TT5) — Crooked/curved, zigzag/ 
slanting. To create with zigzag movement 
through chanda-variety. To change simple 
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divisions of matras (units of tala into 
complicated ones). Tala of KIrtana. 

Ad-khemfa (STCS The name of a 

particular tala, used in light music. 

AdbasI (aJW-ilRM)— The flute which has its 
mouth-hole placed a little away from the 
tip of the bamboo and to play, one has to 
blow holding it in a slanting manner. 

Adambara (3Tnp^T) — Ancient Anaddha 
(membranophone) instrument. 

Adambari-kanara (^14^0 WTTT)— The 
name of a raga. 

Ada ( 3TFST) — Slanting. Corruption of ancient 
Sanskrit word adda. Meru (pole) or 
Sarasvati (neck bridge) of stringed 
instruments. 

Ada — with tala names ( WTSI^T flM-^) — 
Ada-cautala, Ada-theka, Ada-panca, Ada- 
ekatall, Ada-chuta, Ada-daspahida, etc.. 

Adana (3TT5FTT) — Adana raga. The name of 
a raga. 

Adi (3nff) — Targahan. (neck bridge); meru 
(pole). Zigzag movement of matra (beat). 

Adilla (3TTf5^T) — Such special voice, 
endowed with the ability to traverse 
effortlessly between mandra and madhya 
sthana. 

Adi, Adi (3Trst, 3Tlfe)— Keeping time steady, 
to substitute three matragati (beat 
movement) in place of simple four matras 
(beats). 

Adi-laya, Adi-laya ( STTSt-cTC, snfe-?R) — 
Uttering 3 matras (beats) of equal value 
during the same time taken to utter 4 
matras of equal value; to utter dhin, dhin, 
dha, of Ek-tala during the same time as 
dha, dhin, dhin, dha, of Tin-tala. 

Ataka ( 3TT^r) — To reach a high note from a 
low one, very fast; Viksepa [See : Chut] 

Atata (sricffl) — One face of the instrument 
covered with hide. 

Atata, vitata (3TTM, foffi)— Vina (A string 
instrument) 



Atodya (STTcft^J) — Ancient common 
terminology for musical instrument- 
varieties assisting glta (song). Because it 
used to be hit by hand, muraja vadya (a 
kind of drum) had another name — atodya. 

Adat (3fl^p— Abhyasa/ Practise [A.-Adat], 
Ability, achieved through practise to 
express svara-prastara, etc. effortlessly. 

Adi (3Trf^) — The name of a particular 
alahkara. The name of a particular tala. 

Adi-vaggeyakara ( 3Tlf^ ^mO^ + k) — A 
particular title of Valmiki-muni, the writer 
of Ramayana. 

Adi yukta raga-rama (STTfc "g*FT TFRR) — 
Names of ragas with the prefix Adi — Adi- 
kanara, Adi-kamodi, Adi-bhairav, Adi- 
bhairavl, Adi-sararh, etc.. 

Adi-rasa (3flf^-T*0 — $rhgara-rasa, the first 
dramatic sentiment of ancient India. 

Adi-svara (3TTft-"P^T) — Udatta-anudatta- 
svarita, the three Vedic chanting notes. 

Adityanamayana ( snfeqHFFR) — The name 
of a particular sadava suddhatana 
(hexatonic orderly notes) [See : Tana] 

Addha Addha, Ardha (half). 

Comprised of Ardha-gati (half motion) or 
arhsa (division). The name of a Hindustani 
tala. 

Adya-vina (^I^W>II)— Kapilasika Vina, (an 
ancient string instrument). 

Adhunik Bahglagana ( 3H*jfa3> ^FTenTH) — 
Modern variegated version of Bengali 
songs; That style of music created by 
relaxing the usual rules of ragas, by 
mixing sometimes folk, sometimes foreign 
specialities, maintaining importance of 
language, having clever svara-prastara, 
sweetness, melodiousness and composed 
in Bengali language. 

The only aim of this style, is to corroborate 
language excellently through the medium 
of svaras. That is why language has taken 
the help of poetry. As poetry selects any 
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subject pertaining to society and nature, 
so does the language of modern Bengali 
songs maintaining its importance 
choosing any thing or event without 
hesitation. That is why tune also need not 
follow the prevalent rules or regulations. 
The influence of European style of songs 
are very much evident on this gana. This 
gana is contemporary to Rabindranath 
Thakur. This style should be called Bengali 
songs of 20th Century. Modern songs of 
other areas of India are known as gita, 
bhav-glta, etc.. 

Anaka (3TFre>) — Ancient deep (drums) 
sounding anaddha instrument (drums). 

Anaka Dundubhi ^f*0— Loud 

sounding huge Damama (similar to Vedic 
drums like Dundubhi) type of instrument. 

Anaddha (3*H3») — Instruments covered 
with hide, produces musical sound when 
hit on the hide. 

Anaddha kutapa (3ui*<$nM) — Assemblage 
of anaddha (membranophone) instru- 
ments. [See Kutapa] 

Ananda ( stff^) — The name of a particular 
raga; a Hindola-putra-raga. 

Ananda-yukta raga nama (3TH^ TPT- 
^TFT) — Names of ragas with the prefix, 
Ananda — Ananda-kali, Artanda-todi, 
Ananda-pancama, Ananda-bhairava, 
Ananda-bhairavl, Ananda-ranjini, 
Ananda-sahkara, Ananda-Srl, etc.. 

Ananda- tala (3TFP^TTcO — The name of 
an obsolete tala. 

Ananda Laharl (STH^TFO) — A stringed 
instrument used in folk-music. [See : 
Vadya] 

Anandl ( 3nr^t>-The name of a raga. 

Anandi-yukta raga-nama (aTPF^fc^T 
<mi-iih) — Name of ragas with the prefix 
Anandi. Anandi-kalyana, Anandi-durga, 
etc.. 

Andolana 1 (STF^oTl) — Vibration. Kampa- 
tarahga. 



Andolana 2 (3?F^feR) — Gamaka of slow 
movement; Dolan (swing); A svara, 
leaving its actual place and slowly moving 
near to the next-svara and return back to 
its own place. 

Andolita (3TF^|ftTcT) — The name of a 
particular ancient gamaka; Svara with 
swinging [See : Gamaka] 

AndolT ( an^teft)— The name of an obsolete 

_ rS ga. ^ 

Andrika ( 3#^)— The name of an obsolete 
tala. 

Andhell ( 3fl%ft)— The name of an obsolete 
raga. 

AndhradeSI (aTRT^ft)— The name of an 

ancient raga. 
Andhri (3TRft) — The name of an ancient 

raga. 

Apattana ( 3lNrR ) — A particular alapa, used 
in Bengali KIrtana, sung in melodious tune 
and in akara (alphabet A). [See : Alapa, 
Kirtana] 

ApyayanI (STTWrfl") — The name of a 
particular murcchana (ascending or 
descending order of notes) of ancient 
Indian Madhyama-grama (a scale with the 
tonic note of Ma) [See : Grama] 

Avadhi (STRftj) — The name of an obsolete 
tala. 

Avarta ( arratf)— Avrtti; Pher (circuit /cycle) 
[See : Aorda] 

Avartaka ( ^N^)_The name of an ancient 
alahkara. [See : Alahkara] 

Avapa ( stT^TT) — Ancient tala-kriya (playing 
by hand to show the divisions of tala) 
[See : Tala] Particular action of showing 
beats of ancient Indian Marga tala. 

Abirbhava (srrf^fa) — Displaying raga's 
own specialities. After showing tirobhava 
(hiding the actual image of the raga), to 
show the usual characteristics of the raga, 
while using different styles of alahkara- 
gamaka-sthaya (phrases) to disclose or 
develope raga-rupa (raga structure) 
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through particular svara-prastara (note 
combinations) of the said raga. 

Avrtti ( 3TT^frT) — Cycle or circuit of tala. A 
tala in a sum-total of a few matras (beats) 
which are bound by chanda (rhythm); to 
utter the agregate of those matras, is one 
avrtti. [See : Aorda] 

Abhlri (ainM)— The name of a Karnataka 
raga. 

Abhlri-kalyana ( srmftt +c4l«l) — The name 
of an obsolete Hindustani raga. 

Abhoga ( OTMtn) — The fourth or the last kali 
or tuk (lyrical stanza) of a nibaddha-giti 
(poetic composition bound by tala). The 
last tuk (stanza) of modern alapa. One of 
the dhatus (stanza) of ancient prabandha 
(classical composition). [See : Dhatu, 
Nibaddha Giti, Prabandha] 

AbhogT-kanara ( 3imtft ^RTI)— The name of 
a particular raga. 

Amad (31FI^) — Beginning or entering [P.]. 
The mukhda or uthao (starting phrase) of 
a tala; Peskara composed of beautiful 
pieces of tabla playing, initially perfor- 
med solo. In dance, it is the portion of 
Rahgadaivata-pujana or offering of 
puspanjali (offering of flowers). In Kathak 
dance, the portion after Salami, (saluta- 
tion). 

Amra-pancama (STrePT^R) — The name of 

an ancient raga. 
Ayata (STFTcTT) — The name of an ancient 

6ruti-jati (articulation gesture of 

microtone) [See : 6ruti] 
Ayittam ( 3#ran)— First part of Karnataka- 

alapa. [See : Alapa] 
Arabhl (3TR*ft) — The name of a Karnataka 
_ raga. 

Arohana, Aroha (STPCfFH, STITh?) — Svara 
sequence in ascending order of a scale or 
a raga. 

Arohavaroha ( ^Kisiq^s) — Ascending from 
lower svaras to higher svaras and then 



descend towards lower svaras. Simple 
murcchana [See : Aroha, Avroha]. 

AroMvarna (STRtFt ^f) — Orderly arrange- 
ments of svaras in the ascending order. 
[See : Varna] 

Arohlvarnalankara ( 3m") $1 ^Tfef^R) — 
Cluster of orderly arrangements of svaras 
in the ascending order [See : Alahkara]. 

Arcaka (STT^T) — Arcika. One single svara, 
related with Rk. Expansion through the 
help of one svara. 

Arcika tana (3iiR<*> cTH) — Tana consisting 
of one svara. 

Arya (STFrf) — The name of an ancient 
Chanda (poetic meter). The name of 
ancient prabandha (classical composition) 
[See : Chanda, Prabandha]. 

Arsabhl ( STP^ft) — The name of a particular 
ancient jati (mode). [See : Jati] 

Arsabhl-kapala (STT^^t^fleT) — A variety of 
ancient Jati giti called Kapala giti (mystic 
song). 

Alahkarika Svara ( 3Uc1glR+wO— Kan 
svara (touch notes) [See : Kan svara] 

Alapti (STJeffa) — Ancient variety of alapa 
that unfolds a raga with the help of 
tirobhava (disappearance of raga with 
various ornamentation) and avirbhava 
(reinstate a raga with its real form). In 
tirobhava, alahkara gamaka, sthaya, etc. 
are used in a beautiful way. Alapti is of 
two kinds, — (1) Raga-alapti and 
(2) Rupaka-alapti. 

(1) Raga-alapti — An alapti which elaborates 
a raga by following its 10 laksanas 
through different patterns of svara- 
compositions in anibaddha riti, not bound 
by tala through the medium of tirodhana 
(going away from the raga). It has two 
parts — (a) Svasthana and (b) Sthapana. 
(a) There are four stages of arranging 
svaras in an orderly manner in 
Svasthana— (i) the first stage is called 
mukha-cala. In this, the svaras between 
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sthayi or vadi-svara to third arohi 
(ascending svara) are arranged with 
gamaka-alahkara, etc. in many different 
patterns. 

(ii) In the second stage, the svaras up to 
dvyardha or fourth svara are arranged in 
many different ways. It is called dvitlya- 
svasthana, dvitiya meaning second. 

(iii) In the third stage, the svaras upto fifth, 
sixth and sventh svaras are arranged in 
many different ways. It is the third or 
tritiya svasthana. The svaras upto seventh 
or saptama svara are known as 
ardhasthita-svaras. 

(iv) In the fourth stage, svaras upto 
dviguna or astama (eighth) svara are 
arranged in many different ways finishing 
the act of arrangement on vadlsvara or 
sthayi svara. This is fourth or caturtha 
svasthana. 

(b) Sthapana means many types of 
manifestations of vadl svara, rich in 
sthaya, in conjunction with other svaras. 
In doing alapti, sthapana has to be done 
after svasthana. 

2. Rupaka- An alapti which uses raga and 
tala of Rupaka-prabandha (a composition 
with novelty) with sequences not prefixed. 
This method can be performed in two 
ways — 

(a) After completing raga-alapti's svasthana 
portion, adopting Rupaka-prabandha's 
nibaddha fashion, with tala. The name of 
this Rupakalapti is Pratigrahanika. 

(b) Instead of svasthana of Raga-alapti, 
depending on dhatu and specialities of 
Rupaka. Name of this Rupakalapti is 
Bhanjani. Bhanjani is of two knids — (i) 
Sthaya-bhahjani and (ii) Rupaka-bhahjaru. 
(i) A Rupakalapti, is called Sthaya- 
bhanjani, which expresses the particular 
identification portion of Rupaka- 
prabandha separately in many different 
ways, (ii) When the whole image of 
Rupaka-prabandha is depicted through 
different padas and with the help of 



unique and variable methods, this 
Rupakalapti is called Rupaka-bhanjani. 
[See : Rupaka] 

Alapa 1 ( 37TcTR) — Gamaka alapti (an alapa 
with gamakas) without any aksara 
(syllable). [See : Gamaka, Alapti] 

Alapa 2 ( 3TFFFT) — Meaningful pada (lyric). 

Alapa 3(3nwT) — Ancient dasa-laksanas 
(ten characteristics) [See : Dasa-laksanas] 

Alapa 4 (3TTcTN) — Manifestation of raga; 
Expressing rupa (image) of the raga; 
Developing the image of a raga in a simple 
manner by using dasa-laksanas 
judiciously. (A) In ancient times a little 
amount of raga-rupa (image of a raga) 
used to be manifested in alapa. It used to 
be of two types (1) Raga-alapa and (2) 
Rupaka-alapa. 

(1) Raga-alapa — In this alapa, the raga is 
completely unfolded with the help of its 
laksanas, etc., the raga-rupa is always 
clear, does not get obscured any way and 
the raga is recognised from the very first 
application of svara. In this alapa the 
graha-svara (starting svara) of the raga is 
elaborated first, then using the arhsa-svara 
(vadi svara) excellently, svaras of mandra, 
tara etc, are employed with it. It has no 
pada sections, therefore, there is no 
importance of apanyasa svaras etc.. The 
speciality of this alapa is to depict the full 
image in a huge expanse. During alapa, 
proper usage of svaras with alpatva (less 
used) and bahutva (much used) are to be 
shown well and alapa is to be completed 
on nyasa svara (svara to end). 

(2) Rupaka-alapa — In Raga-alapa, when a few 
khandas (parts) or vidaris (sections, 
conforming to the formalities) are created 
by acknowledging importance of 
apanyasa svaras etc. and by resting on 
those particular svaras and by combining 
them, the whole image is built, it is called 
Rupaka-alapa. It is also called Rupaka 
alapa when in ancient ragas like Bhasa, 
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. -.bhasa, etc., raga-alapa is performed by 
using vivadi svara (dissonant notes) in a 
particular manner or by avoiding it totally. 
(B) In modern days, alapa means both 
ancient alapa and alapti. It unfolds the 
common image of a raga in short, as well 
as the complete image of the raga in an 
elaborate manner. Modern alapa is of four 
kinds — 

(1) Aocar alapa — That alapa which presents 
the image of the raga on the whole, with 
the help of pakad (minimum svaras, 
depicting raga-rupa). Alapa, introducing, 
the raga before commencing the song, etc.. 
At the beginning, there is aocar or aocar 
or mukha-calas after which, the raga is 
presented in different sections, taking the 
main portions of raga's aroha-avaroha of 
murcchana. [See : Aocar and other terms] 

(2) Vistar-alapa — Alapa, performed by 
maintaining a wide circle of svaras and 
keeping the raga-rupa explicit through 
out. It is the comprehensive version of 
aocar-alapa and its sectons are also many 
more. [See : necessary terms] 

(3) Bandhan-alapa — Alapa which is done by 
elaborating the raga-rupa in details and 
keeping the raga explicit all the time, by 
the help of varied svara-prastara (note 
combinations) in each tuk (stanza). 

(4) Kayed/Qaid alapa — Gradually, with the 
help of short to long svara-prastaras in 
each tuk, to bring out the image of the raga 
from obscure to explicit, in a gradual 
manner. In this, the raga is under 
tirobhava at the beginning. 

According to second opinion — 

(1) Rupa-aldpa — Alapa in sections, keeping 
raga-rupa manifested in a broad and brief 
way. 

(2) Raga-alapa — Alapa manifesting the 
whole raga-rupa by one or two svara- 
prastaras (note combination) in each tuk. 

(3) Sama-alapa — Alapa revealing the whole 
raga-rupa through abirbhava and tiro- 
bhava by dividing into different tuks and 



in each tuk, using many svara-prastaras. 
[See : Tuk, Abirbhava, Tirobhava, 
Prastara] 

(4) Thai-alapa — Modern version of ancient 
Raga-alapti. There are four Sahcaras and 
jods in it. Apanyasa svaras are more in use 
in Sahcara and jod. Antara-marga svaras 
are also much in use in it. [See : the 
necessary terms] 

According to third opinion — 

(1) Aocar alapa — To manifest only a general 
raga-rupa through svara-prastaras made 
up of four varnas. This alapa has sahcara 
but no tuk. 

(2) Raga-alapa — To manifest raga-rupa 
already estabhished with one or two large 
svara-prastaras demonstrating udgraha, 
melapaka, sancari or majh, sthayi, arohl, 
bhoga and abhoga, the various tuks. 

(3) Sama-alapa — Manifesting raga-rupa by 
performing sthayi, antara, bhoga, abhoga 
and sancari tuks through small to large 
svara-prastaras, in many different ways. 

(4) Thai-alapa — Creating an encompassment 
of svaras each time starting from vadi, to 
demonstrate four sancaras (sections of 
alapa) and jods (mid portion, fast mid 
portion of alapa) in many differnt ways 
to manifest complete raga-rupa. 

(5) Kayed (Qaid)-bandhan-alapa — Sthayi, 
antara, abhoga, these few tuks are 
manifested gradually through svara- 
prastaras confined in small circles of 
svaras to big circles of svaras, in many 
different ways to unfold raga-rupa. 
Abirbhava and tirobhava are included in 
this alapa. At the end of the tuks, jod and 
svara parana or dhua-matha (varied 
chanda) are used. 

Alaper tuk (Tuks of alapa) ( STTcTT^T cpF)— 
The different carana (part) or pada or kali. 

There are many tuks (Stanzas). 

(As per ancient opinion) udgraha (1st part), 
melapaka or majh (between the two parts), 
arohl (ascending) or antara, sancari or 
bhoga and abhoga (4th stage) or muktayi. 
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Or — sthayi, antara, bhoga or sancari and 
abhoga (and sancari in one opinion). [See : 
Tuk] With these, there are jod, dhua- 
matha and parana. 

Jhala is another tuk in instrumental music. 

Alaper varna (varnas of alapa) (STTrTrfa 
^f) — According to the nature of the 
bunch of svaras used in alapa, names are 
given — 

It is of five kinds- 

(1 ) Sthayl-varna or astai-varan — In this varna, 
alapa displays udgraha and melapaka 
portions. 

(2) Arohi-varna — In this varna, antara of 
alapa is manifested. 

(3) Saftcarl-varna — In this varna, alapa 
displays sancari or bhoga tuk. 

(4) Muklayi varna or abhogl varan — In this 
varna, avoga is displayed. 

(5) Jhitlli-varna or varan — In this varna, fifth 
tuk is displayed as sancari. [See : Tuk] 

Alape vyavaharya aksaras (3ffHFt >>4qei4 

— (Aksaras used in alapa) 
In modern days, the few meaningless varnas 

or syllables that are used, 
e.g. — In sthayi — A time rite nom. (3TT TTT% 

%T) 

In anatara — Ne te rite a na ter ta nom. 
In sancari— Ta neta ne re a ta ri ta na ri re na 
na. 

In bhoga -bhoga— Na na ri na ri na ta na ta 
num. 

In the second opinion — na na ri na a na na u 
na na a datana ritana na ri nom. In the 
portions with gamaka, ay aya or, au 
aksaras (syllables) are used. 

Alaper bhangi (sn&fil (Manner of 

alapa)— During alapa, the aksaras of alapa 
are used in udara (lower octave), mudara 
(middle octave), tara (high octave) in all 
the three sthanas (octave). The aksaras 
(syllables) used in udara are called nada, 
aksaras used in mudara are called 
gamaka, the aksaras used in the first part 



of tara are called kantha and aksaras used 
in the upper part of fata are called bandha. 

Alaper rlti ( 3TTcTT^T ftffl)— It means the 
method of performing alapa. During 
alapa, rules are laid down as to how to 
perform vistara, starting from which svara 
and in what system. This is called 'Rlti' or 
method. Its other name is tana of alapa. 
Tana-riti of sthayi (first part) is to use 
lower Sadja (tonic) much. Its vistara does 
not go beyond three or four svaras of 
mudara (middle octave). The tana is 
called nada because of the excessive use 
of Sadja (tonic). Riti of Sancari-tana, is to 
perform vistara from madhyama etc (Ma) 
or the 5th note of mudara (middle octave) 
towards tara (upper octave). This tana is 
called kantha because of its attraction 
towards tara-saptaka (upper octave). Rlti 
of Bhoga-tana is to remain within madhya 
saptaka (middle octave). For this, the tana 
is called Gamaka. 

Rlti of choli-tana is to expand towards 
uttarahga (upper half) of tara-sthana from 
a svara of mudara. This tana is called 
Bandha because it uses tara more. 

The speciality of Riti is to rest always on 
nyasa savara, the concluding note. [See : 
Tana, Varna & Riti] 

Alaper laya (OTeTrh ePT) (Tempo of 
Alapa) — A time measure of matra is 
accepted, when alapa is performed. In 
practice, laya is not kept constant in alapa, 
so, instead of time measure, only the gati 
(movement) or progression is indicated. 
Gati is of three kinds— Vilamvita (slow) 
Madhya (medium) and Druta (fast). But 
in the case of alapa, laya assumes the 
shape of Gopuccha (cow's tail) [See : Tala] 
and hence it has many sections. These 
sections are — 

(1) Vilamvita manda (very slow). Alapa of 
Sthayi (first stanza), is performed in this 
laya (tempo). Laya is slightly increased in 
antara (a stanza between the two or 2nd 
stanza) 
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(2) Mand-Madh (medium s}ow) — This laya 
is applied in sancari (3rd stanza). Laya 
increases slighthy in abhoga (4th and final 
stanza). 

(3) Madh (medium) — Jod (an ornamenta- 
tion played on string instrument) moves 
at this tempo. [See : Jod] 

(4) Madh-drut (fast medium) — Jod of 
antara assumes this tempo. 

(5) Drut (fast) — Gamaka tana, jod move 
at this tempo. Anibaddha (rhythmless) 
alapa ends here and Nibaddha alapa 
(rhythmic) starts here, the tempo of which 
proceeds a bit towards madh and then 
parana (rhythmic patterns with bold 
striking on the strings or bold articulation), 
dhua-matha and sargam are perfomed. In 
stringed instruments from madh (3) jod, 
(4) ladi-jod (5) jhala, (6) thok-jhala, (7) 
alahkrta-jhala, (8) upto paran are played. 
Instrumentalists made many sections 
among these and introduced thirteen 
ahgas. [See : The necessary terms] 

Alaper sancara ( ^icii>}< — (Sancara of 
alapa) 

Those step-wise sections of raga-rupa used 
in alapa, which have prefixed cluster of 
svaras that move within a limited area. 
The word sancara is the changed 
terminology of ancient svasthana. Sancara 
is of four kinds — 

(1) First sancara — Assuming vadi (most 
important svara) as the first svara, the 
portion in which vadi is established 
through svaras close to it and general 
image of the raga is manifested. 

(2) Second sancara — The portion, where 
elaborating vadl, sarhvadT and main 
anuvadl svaras through samvadi and all 
svaras close to it, image of the raga's 
mandra and madhya sthanas are 
elaborately manifested. 

(3) Third sancara — The portion, where, 
through all the svaras upto tara-sadja, the 
elaboration of anuvadl, samvadi and vadi 
are enlivened with novelty and uttarahga 
image of the raga is manifested. 



(4) Fourth sancara — A stage of performance 
of alapa where, raga's image in the tara 
sthana (upper octave) is manifested 
through gamaka (an ornamentation), 
alahkaras etc.. and state of the raga in 
descending order is made clear. 
AlapacarT (^ichh^k"!) — Performance of 
alapa. Performance of vistara (elabo- 
ration) of nibaddha gita (a set composi- 
tion). 

Alapa yogya-raga ( "^t^T TFT) — Ancient 
Bhasa-raga (a raga preceeding with 
alapa). The ragas in which varieties of 
alapa are possible. 

Alapana ( 3TTeTFH) — Alapa of Karnatka style. 
There are three sancaras (stages) in it. 
Name of the first sancara is aksiptika (a 
composition based on raga and tala), 
second sancara is named vardhani and 
first portion of third sancara is called 
sthayl, while the second portion is named 
makarini. 

[Other name of aksiptika is ayittam. 
Makarini's other name is vartani. Third 
sancara is also called tanam. At the end of 
this sancara kind of nibaddha-kriya (act, 
which is precomposed), similar to 
Hindustani tana-parana or tara-parana, 
called Pallavl is employed in alapana, 
[See : The necessary terms]. 

Alapa (3TTCTPCT) — The name of the 7th 
murcchana of Gandhara-grama (a scale 
with the tonic of Ga), according to Narada. 

Alapika varhsa ( ^MlfM4> ^T) — The name 
of an ancient Indian flute. 

AlapinI — The name of a particular ancient 
vlna. The name of an ancient £ruti. 

Alahiya (3TR=nt%Tf) — Alaiha, Alhaiya. Name 
of a raga. 

Alihgya (3TTT%^0 — An ancient Indian 
mrdahga (drum) in the shape of Gopuccha 
(cow's-tail). [See : Vadya] 

As (arm) — To pass on from one svara to 
another in continuous/uninterrupted and 
not undulated manner. Gharsana, 
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(rubbing on the string of a vina while 
playing. [See : As] 

Astana ( 3TT?TcTR ) — A simple tana produced 
with gharsana (rubbing tin the string of a 
vina) and gamaka. Ghasittana [See : As 
tana, Gamaka, Ghasita]. 

Asrayaraga ( TFT) — A raga which is 
ascribed to the name of a thata. The main 
and famous name of the raga that is 
applied on the thata to explain the cluster 
of svaras of a thata. The specialities of that 
raga, adopted by many ragas belonging 
to the thata named after that raga. [See : 
Janaka Thata] 

Asana (3THFT) — Sitting posture during 
music performance or practice; Baithak 
(sitting). The portion of the tabli (cover 
over the drum) of a stringed instrument 
where savarl or saoyarT or bridge is 
placed. That plate made of wood, horn or 
metal on which the strings of the 
instrument are placed and ultimately get 
tied up in the panthi (tail piece), 
tantry asana. 

Asara (3uTTT) — Venue of music 
performance; Sabha. 

Asa (3TraT) — The name of a raga. 

Asa-yukta raga nama ( 3TOT-'3^T TFT-HT 1 ? ) — 
Raga names with the prefix Asa — Asakali, 
Asa-gurjarT, Asa-gauri, Asa-todi, etc.. 

Asavarl (3TTTTTgft) — Name of a particular 

_ raga- 

Asavarl thata (3TTCTFJTt BT3) — Name of a 
particular thata with flat notes of Ga, Dha 
and Ni, as introduced by Pt. Bhatkhande. 
[See : Thata]. It is similar to Diatonic Minor 
scale. 

Asthayl ( STTWRt ) — The term is derived 
from Asthayl (STFTT^) a corrupt form of 
the Sanskrit word Sthayi (T*TPTT) made by 
the musician class of North India. The 
Bengali corrupt pronunciation is asthayl 
( 3Tlw4t ) . The first carana or tuk (stanza) 



of alapa or raga-rupa or gitarlti of a lyrical 
composition. [See : Sthayi]. 

Ahata (3TTe>cT) — Produced by striking/ 
hitting. Dhak (a folk drum). 

Ahata-gamaka (3TWFW) — Name of an 
ancient gamaka. 

Ahatanada (3nsa-ii<0 — Sound produced by 
hitting or striking and fit to be heard; 
sound fit for music. 

Ahati ( 3TT^f?T) — The name of a particular 
ancient gamaka. 

Aharya (3TTt?Ff) — A variety of acting in 
ancient Indian drama, related to correct 
use of four articles of cosmetics /deco- 
ration/embellishment, such as pusta, 
alahkara, ahga-racana and sahjlva. 

Ahlra (3TT5tT) — The name of a particular 
raga. 

Ahirayukta raganama (3TT#T5^T <I'HIH)— 
Raga names with the prefix Ahira. Ahira- 
nata, Ahlra Bhairava, etc.. 

As ( 3TTCT) — Absorbed, union [A. Uns] (As is 
a corruption of the word uns, also 
pronounced as as or as.) To pass over 
softly from one svara to other 
uninterruptedly/continuously. (The word 
as is used for vocal music. As is called Ghis 
or Ghasit in instruments like sarod, 
sarahgi etc.. Both ghasit and as are used 
for instruments with frets.). 

I (?) 

Iktali ( s^ciic-fl ) — A particular kind of tala, 

used in ancient 'Prabandha' gana. 
Ikbai (5*0115) — Name of a particular tala. 

Ida — The name of an ancient auduva 
suddha tana, pentationic note composi- 
tion [See : Tana]. 

Idaban — Name of a tala. 

Induri (5 U §0) — A roll of straw/cloth used 
underneath tabla. 

Indalam (T^cT^) — The name of a particular 



raga. Karnafakti synonym of Ihr word 

I lindola (a raga). 
Indira (^fcn)— The name of an obsolete 

I Imdusthani tSIa. 
I iuIu (^=5) — It means the Moon, musically 

it refers to number one. 
Iiulra (f^) — The name of an obsolete tela 
Indranlla ( $-£-il<n) — A kind ol alahJtSra 

(embellishment) 
Indrabhasa (^TRO— Name of an obsolete 

tala. 

Iman (JW^) — Name of a popular 

I lindusthani raga. 
Iman yukta raga-nama (FFT "g^f TFT ^)— 

Names of fa gas with prefix 'Iman' — Iman- 

kalyana, Iman-belavala, Iman-bihaga, 

Iman-bhupall, etc.. 
ImnI C'FFTt) — Name of a particular raga. 
Imm-belavala (FFTT ^eiiem) — Name of a 

Hindusthani raga. 
Iyaman-Kalyani ( §-mihi =h<r^i u il) — Name of 

a raga. 

Iraq (fO^T) — It is an obsolete raga. 
Irani-bhairavi ('?THt $T3t) — Name of a dhun 

(classico-folk tune). 
Ill (Tt%) — Ancient Tamilian name of 

pancama (the 5th note). 
ISai (?YT1>) — Ancient Tamilian term for 

Sahglta. Dhvani (sound). Gana (song). 

Eighth svara. Sharpness. 
Isu — Ouduva.suddhatana (pentatonic 

svara arrangement) [See : Tana]. 
Ista svara (^S T^T) — Desired svara; the 

svara for which need is felt. 

ne 

Isa-manoharT (^T-H-iWl) — The name of a 
Hindustani raga. 

0» 

Uktha (^s-T) — Sadava suddha-tana 
(Hexatonic note combination) [See : Tana] 

Ugra (~m) — The name of a particular Sruti 
[See : Sruti] 



1 1. ,\U i ••! i. i '.in Men use ol sv.ir.is with 

/.ll.ll" (.(.tent) 

tlcc.1 i > I ■ i >-, I * notes of S.nnagana. 

Uil.ttta nv.h.i ' ..ui.lh.iraand Nisada. (3rd 

and '/Hi nolo) 
Uccagram.i( l-I'ltU) I .ira-slhana orTara- 

sapt.ika. 

Ucciftga-SangTta (^""1lf Tnfrn)— Aristo- 
cratic music, classical music, Raga- 
Sahgita. Indian equivalent of classical 
music. [See : Raga-sahgita]. 

Uccatana (d^iii) — Ouduva suddha-tana 
(pentatonic note combination) [See : 
Tana]. 

Uthao ('33T3Tt) — Udgraha; Commencing 

portion of SahgTta. 
Uthan (^3P\) — Commencing acts of Deva- 

stuti, Sabha-vandana etc. performed in 

instruments or dance. 
UtranganI ( <k<i^-i'1 ) — The name of an 

obsolete raga. 
Utri (^t) — Lower; Komala (flat). 
Utri-yukta raga nama (<kk1;j«ki TFT '=TFT) — 

Name of ragas with prefix 'utri' — Utri- 

gujari, Utri-gunkall, Utri-dhanasrI. 
Utarti(<JfliRi) — Name of a tana. [See : Tana] 
Uttamagayan (TOT TFFT) — An excellent 

vocalist or singer. [See : Gayan] 
Uttamagayanlvrnda (OT 'iml^-O— The 

excellent lady singers groomed in special 

type of assemblage/concert. [See : Vrnda] 
Uttama-vaggeyakara ( <srtH ^FiFT=RT) — The 

vaggeyakara (composer) whose qualities 

are the best [See : Vaggeyakara]. 
Uttama vrnda (^3rFl^) — That assemblage 

concert/ensemble organised in the best 

manner. [See : Vrnda] 
Uttama raga (WT TFT) — The raga fit for 

excellent alapa and vistara (expansion). 
Uttara ("3rTT) — One of the seven ancient 

Gandharva gltis [See : Prakarana giti]. 
Uttaracatuska (TcR73$p^0 — Combination of 

four svaras ofPDNiS. of upper tetrachord. 



Ultaravarna ( drlWlf ) — The name of a 
murcchana' (ascending or descending 
onicr of notes) propounded by Narada III. 
The first murcchana of Sadjagrama, a scale 
with tonic Sa, according to Narada III. 
[See : Murcchana]. 

Uttaramandra (TfTT^F^T) — An ancient 
murcchana. The first murcchana of 
Sadjagrama, a scale with the tonic Sa. 
[See : Murcchana] 

Uttaramelakarta (<JTt<Hci*cif) — Karnataka 
melakarta with vikrta-madhyama (4th 
note as sharp). [See : Melakarta] 

Uttara-raga ('StRIR) — Uttarahga-pradhana 
raga in which uttarahga (upper half of the 
saptaka) plays more important role. The 
ragas with a vadi of the upper tetrachord. 
[See : Vadi] 

Uttara ('3tRI) — The second lyrical portion of 
Vedic Samagana performed during 
ceremonies of yajna (Vedic rituals). Other 
lyrical parts except the first, in vocal Trirca 
(a combination of three vedic mantras). 

Uttarahga ( <m<i^- ) — When the svara-astaka 
(octave) is divided into two equal halves 
according to frequency or wave length or 
Sadja-Pahcama relationship (Harmony of 
the 5th) of consonance, the latter half, or 
the portion with higher notes, is called 
Uttarahga; To uphold the dignity of Sastra 
in Indian svara-saptaka 'PDNiS' portion 
of 'SRi GM PDNiS', has been reduced to 
PDNi. In ancient Indian £astras Ma 
(ascending 4th or descending 5th note) is 
the centre, hence the upper half of the two 
equal halves of svara-saptaka is PDNi. In 
modern times, svaras falling in both ahgas 
are 'M-P' (4th, 5th note), the next portion 
of 'M-P" is DNi (6th and 7th note) but MP 
being the common ahga, actual uttarahga 
(upper tetrachord) becomes 'MPDNi.' 

Uttarahga-pradhana raga (^3rlT Sf^TTT TFT) — 
A raga, in which svaras of uttarahga are 
used more; a raga, which has its vadi svara 
(sonant note) in the uttarahga 



Uttara rcika ( ) — The rcas or mantras 

ofSamaveda compiled In later time. 

Utthan-salami ('3f*TH ^ciiPm) — A Muslim 
terminology for the starting portion of 
vadana-kriya (playing on drums) of a 
membranophone instrument; the term 
stands for primary arts of tabla player, 
salutation and paying reverance. Muslim 
version of Sanskrit term daivata-pujana 
and puspahjali in playing lahara (a solo 
piece played on Tabla); The starting 
portion of tabla-lahara. 

UtpalT ( dcncfl ) — The name of an ancient 
raga. 

Utplavana, Utpluti (^?^TT5R, ^gfa)— 
Karana-veda of dance; jumping posture 
or acts in dance. 

Udaya-pahcama (^T-H^qn) — The name of 
an obsolete raga. 

Udatta l(^M) — Sharpness or force in Vedic 
utterance of notes of mantras (rcas). The 
highnote out of the three Vedic notes 
(Udatta, Anudatta and Svarita); Gandhara 
and Nisada svaras (3rd and 7th notes) 

Udatta 2 ("3^Tff) — Akara (long vowels). 
Buland (loud). 

Udaral ("35TO) — The lower saptaka (heptad) 
of normal Madhya saptaka (middle 
saptaka); Mandra Saptaka (lower 
saptaka); Sthana (position) of the svaras 
produced from stomach. 

Udara 2 (^TTT)— Utra, a Hindi word 
meaning low. 

Udgata (^rrmr)— Singers of Vedic 
Samagana. 

Udgana (<s<^'iii) Uttering of Wilu mantras, 
Samagana. 

Udgita ( <i?^flfl ) — Particular alahkara 
(ornamentation). 

Udgltha (B^jfta) — Second lyrical part of 
Samagana; Second hhakti (stanza). 

Udgraha ("^W) Thi Inst dhltU 01 Ink 
(lyrical stan/a) ol ancient I'rtbandha 
(compositions based on ragas). 



Ucl K Mti»a, Udgh*|iU (^Trffn, «fl(IS) 
Name of .1 particular alankara. 

Udghusta, Udghr?fa (^p, Wffl*)— With 
emotionless, sharp voice. 

Uddisja ("3f\^) — Unknown dediued 
number of the actual tana or t.ila in tana 
or tala prastara (permutation 01 
i ombination) 

Udbada (3^T5)— [See : Udbhafo l| 
Utivahita Ca^llftHI)— The name of an 
alahkara, 

Udbhaja 1 (S^)— To make la. es like that 
of a goat white singing. |ln some hooks 
the term used is udbada | 

Udbhafa 2 C3^M2) Name ol an alahkara. 

Udbhid ("3f^)— Particular Sadava Buddha 
tana, (hexatonic orderly note 
combination). (See : Tana] 

UnancSsa Kutatana (<h«iw ^e?rn)— 
l ortynine kutatanas (orderless combi- 
nation of notes) (In ancient times, 
according to Naradiya-mata, there were 
19 tanas (orderly combination of notes), — 
(4 in Sadja grama+20 in Madhyama 
grama+15 in Gandhara gama=49. When 
Gandhara grama (an ancient scale with 
the tonic as Ga) was not taken into 
account, 49 tanas were placed under the 
other two gramas during yajna (Vedic 
ritual) purposes. Much later, due to 
unknown reasons or due to ignorance, 49 
fsuddhatanas became known as kuta- 
tanas. According to some modern 
theories, if 7 diagrams are drawn up 
taking each of the 7 svaras of saptaka as 
the adi-svara (1st note) and if in each 
diagram, with 7 svaras 7 tanas are 
established taking them in a topsy-turvy 
manner, 49 tanas are arrived at. 

UnancasT ( «H<«liyl )— Name of an obsolete 
raga. 

Upakhaiula ( dH<a u s) — Prefix of a joined 
raga name; e.g. Nada part of Nada- 
ramakriya' 



I ip.i K an.i i I'IMI I I '.amagana 

Upaja < Hi) Mioit piece of a tana; a tana 
iieated on the spot An imaginary 
exlemport'i ompoftlllon in pada (lyric)and 
tala. (upe), in » ollo«|uial bengal! pronoun- 

■ lation) 

llp.ulrava ( tUCD louith bhakti (lyrical 

part) ol Samagana 
llp.ui.iha ( I'l lin ranlhi, tailpiece of an 

Indian stringed instrument. 
Upapattil t'l'lt'l) The subjec t and learning 

under theory and grammar; conclusion; 

dedu< Hon; theory. 
Upavadana danda ( <sm=(i<;-i ^15) — Kona; the 

wooden pieces etc. with which 

membranopohone instruments are 

played. 

Upaveda (^[^) — Apart from the four main 
Vedas, four additional literature con- 
cerned with knowledge e.g. — Ayurveda 
(medical science), Dhanurveda (science 
related to arms), Sthapatyaveda (archi- 
tectural science) and Gandharvaveda 
(musical science). Gandharvaveda is 
related with music. 

Uparaga 1 ( <sh<i j i ) — A kind of ancient 
Gandharva-raga, which was enriched 
with a few characteristics of Gramaraga. 

Uparaga 2 (^WT)— Created as 'putra' 
(secondary ragas) of modern raga. 

Uparipani (^rfrTTf^I) — Anagata grantha. 
The starting accent of a tala, yet to arrive. 

Upasvana (<JH*qi) — Bengali terminology of 
overtones. [See : Nada] 

Upahga 1 ( vSHi^-) — Reflection of main 
musical characteristics. 

Upahga 2 (Wf ) — An instrument of the 
6anai category [See : Vadya] 

Upanga 3 (W^) — Part of nartana-sarira. 
[See : Nartana-sarira] 

Upahga raga ( <jhi^-<i'i) — A particular class 
of ancient Desi-raga (regional classical), in 
which, tra< esoi ancient cagas ol Raganga 



type t ic are found fhal |anya (put™, 
meaning son) raga, svaras of which are 
similar to janaka-raga (parent raga). A 
janyaraga in which extra, irregular svaras 
are used. 

Upansu (WYj;) — The name of a Sadava 
suddha tana (hexa tonic note combination). 
[See : Tana]. 

Umatilaka ( <JHiIa<n=h) — Name of an ancient 
raga. 

Ulai ("3cT?) — Ancient Tamil name of 

madhyama svara (4th note). 
Ulat ('3^3) — Suddha or misra (pure or 

mixed) alahkaras or tanas in descending 

order; e.g.— MGRiSGRiSRi, PDPMGM 

GRiS, DMPGMRiGSRiS. 
Ular ("3eTR) — Heavy with weight; With too 

many padas. [Olar, in colloquial]. A 

Khayal song of four lyrical stanzas. 
Ular Khyal (3cTR wm)— Khayal type of 

songs composed of more than two or four 

padas. 

Ular! Khayal ("35mt T3*TTrT)— That Khayal 
style of songs which are expanded vastly 
or stay on tara-sthana over a long time. 

Ulta baul (3et^T ^T3cT) — Rediculing the 
Bengali term Baul to pronounce in an 
opposite manner and to sing accordingly. 
Songs which make mockery and 
altercation on the theories of Baul. 

Ullasita 1 (d^ifcia) — Name of an alarikara. 

Ullasita 2 (<JcniP«a) — Name of a gamaka 
[See : Gamaka] 

Ullasita 3 (dcrllfyd) — A kind of breathing 
in dance. 

Ustad ( <s«ii<^) — Teacher. Competent person. 
Accomplished. [Ostad in colloquial] 

Ufa) 

Urdhvaka (^«^0 — A kind of Puskara, an 
ancient anaddha (mcmbranophone) 
instrument. [See : Vadya |; A kiml of drum 

Urdhvagayi ("SwtTT'ft) — A particular kirn 1 1 >l 



defe< I ot a singer I he singei who olten 
looks upwards while singing. 
Urmi (37ftf) — The name of a particular 
alahkara. 

Uha ("SF) — One of the four types of Vedic 
Samagana. (The other types are 
Gramageya, Aranya-geya gana and Uhya 
gana) 

m) 

Rk (l&i) — A kind of ancient Gandharva 

giti. Refers to 'one' number. Vedic hymns 

or mantras. 
Rsabha (^PW) — Name of second svara of 

Indian svara-saptaka. A particular ancient 

raga. 

Rsi ("Stfa) — Name of an obsolete tala. 
Number 'seven'. Seventh cakra of Bhuta- 
sarhkhya-(word meant for number) cakra 
of Karnataka music. 

m 

Ekaka ( «,<*)<*>) — One who sings alone. 
Eka-kala (Tr^-^cT) — The shortest structure 

of ancient Indian Marga talas. [See : Marga 

tala.] 

Eka-tantri ( )— A particular ancient 
vina with one string only. [See : Vadya]. 
Ektara of North India; the stringed 
instrument in which a steel string is 
attached parallel to the tabli (table) of the 
tumba (sound box). 

Ekatana ( y,*>aii) — Unision. Svaras tuned 
together. 

Ektara ( ii,*ciKi) — A particular stringed 

instrument used in Bengal's folk BOngS. 

[See : Vadya] 
Ekatala ( M.<+«rn«n ) — A Hindusthani tala of 12 

beats or matras. 
Ekatala ( T^RTl) — The class of talas 

comprising ot only one I. ill or major beat. 

Othei name ol I'.katala. |See : Ukatala] 
Ekatlll (mnTTHt)— A particular ancient 
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pi abandha (classical composition). A type 
dI dance. The name of a particular DesI 
tala (regional classical tala). 

Ekadandi vlna ( ■<<*><;"«) ^Nl) — A Vina, 
made of only one piece of wood. 

I kadrsti (Tf^fe) — The singer who sings 
with his eyes fixed on one side; a defect 
or fault of a singer. 

Ekavarnl ( y,<*>q u II) — A karatala (cymbals) 
type of instrument. 

Ekavirhsati murcchana (^fa^fa'^'ii) — 
Aggregate of murcchanas (7 orderly notes 
in ascending or descending movement) 
arrived at by having 7 murcchanas of each 
of the ancient three gramas [See : Grama, 
Murcchana] It is called ikkis (twentyone) 
murcchana in common musical parlance 
of North India. 

Ekal ( — A solo vocalist. 

Ekasvara ( i<<n<-qO — An embellishment 
composed with the non-repeated notes. 
[See : Saptalahkara] 

Ekahara (tt^v^rT) — Tha (standard tempo) 
stage of tana (expansion of notes). [See : 
Tha] 

Ekanda Vina (tt^f^^Mt) — Ekadandi vlna. 

A stringed instrument made of single 

piece of wood. [See : Ekadandi vlna] 
Ekobai (TJ^faT?) — Ekovai; a particular tala. 

[See : Ikbai] 
Ejan ('Q^F^) — The name of an obsolete raga. 
Eman — Raga Iman. 
Ela (T3?IT) — The name of a particular ancient 

Prabandha (classical composition). 
Esraj (tJ^TU^) — A kind of modern string 

instrument which is played with the help 

of a bow. [See : Vadya] 
Esrar (h*kk) — Other name of esraj [See : 

Vadya] 

AI(% 

Aikatana, Aikyatina (*t+cin, t^-mm)— 
Sung with many voice! together In unision 
.»r play wiih many Inatrumenta together 



Bengali equivalent of Western terms- 
Chorus and Orchestra. 
Aitihasik gana ( O.ftlSlftl'* 7 1H) — A type of 
folk song composed on the basis of 
historical events or tradition. 

0(37t) 

Ogha (3Tta) — Fast laya (tempo). 

Odava (3frf^) — Colloquial version of 

Auduva in which five svaras are used. 

[See : Oudava] 
Odo, Odo (3Tt5t, 3M) — Musical version of 

the word Auduva, which is in use among 

musicians. [See : Oudava] 
Odo-Khado ( 3fr5M3TSt)— Auduva-sadava; 

particular jati of raga, in which five svaras 

in ascent and six svaras in descent are used. 
Odo-sampuran ( 3TTSt-u'- l i<'J|) — Auduva- 

sampurna; particular jati of raga, in which 

five svaras in ascent and seven svaras in 

descent are used. 
Olakh ( 3lfcn^) — Thrilling utterance in faster 

speed than the actual tempo, of a few 

letters or varnas of a composition of a 

song, which is set to a specific laya. 
Olar (sfreTTC) — Regional corruption of the 

word Ular. [See : Ular] 
Ostad (3il«iic0 — Corruption of the word 

Ustad (A). Teacher; Accomplished; 

Experienced; Competent; Expert in raga- 

sarigita. [See : Ustad] 
OstadT (3Tfr<TKt) — Teaching; Expertise in 

raga-sahgita. 
Ohatl, OhadI (arterat, 3Tt¥T^)— The 

pleasantness that ensues when placing the 

chin on the chest, vibrating, deep and 

speedy svaras are uttered in 1-kara and 

ou-kara. 

Onkara (3?t|jR)(*<tiK) — The commencing 
portion of Vedic gana. 

AU(3#T) 

Audava/Auduva (afts^)-- Combination oi 
five svaras ( Ihough the lu.tl w.ml is 
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A»k|uv.i the word Audava hai been used 
in many treatises) [See : Odo, Odo] 

Auduva 1 (3frs^) — Combination of five 
svaras; e.g. — Auduva jati, Auduva thata, 
Auduva tana, Auduva murcchana, 
Auduva raga. [See : Audava] 

Auduva 2 ( srt^r) — (1) Chanda (poetic 
metre), (2) Guna (quality), (3) Graha 
(starting), (4) Nyasa (ending) and (5) 
Avayava (body) — these five things when 
used in a beautiful manner expressed 
novelty or new image of ancient Rupaka 
Prabandha (a type of ancient Indian 
classical composition) 

Audumbari (3?1^<1) — A particular Vedic 
vlna made of audumbar (fig tree) wood. 

Aupapattika (3tf M<4fVl+) — Deductive/ 
conclusive; about theory and facts. 

Aupapattika Sahglta (^"hsRi* #Tt?T)— By 
the help of which, knowledge is achieved 
on origin, evolution, change, develop- 
ment, process, form, ideal, analysis, etc. 
of music. Theory of music. 

KA($) 

Kakubha 1 (^^H) — The wooden piece 
attached to the lowest end of vlna (string 
instrument), on which one end of strings 
are tied up. [Kakubha may be by itself or 
with patrika (bridge)] 

Kakubha 2 (^^T) — Name of a raga; The 
raga was earlier mentioned as Kahu; 
Kaho, etc.. [The ancient raga, originated 
from the name of Kakubha or Kahayu 
village in North India]. 

Kakubha (^MT) — Later name of Kakubha 
2 raga. 

Karika (^^) — An Auduva (penta tonic note 
composition) S\idhatana [See : Tana]. 

Kankana (*§; u i) — The name of a particular 
raga. 

Kankana-belavala ^<niq<n) — The 

name of .i particular raga, 
Kankanl ( <*>$;i1 ) — The nameoi .i parti* ular 



riga. Oiiter ornamentation for 

Insirumenta ol horn i ategory. 
Karikamala (^M)-An instrument of 

Karatala (solid instrument) category. 
Kacceri — A Karnataka term for 

musical soiree/performance. 
Kacchapl vlna (t^sl ^fan) — A type of 

ancient vina (stringed instrument) [See : 

Vadya] 

Kachua Sitar (^vg^T facTTC)— A sitar with a 
flat shaped belly/drum attached (Hi. 
Kachva=tortoise (Kacchap)] [See : Vadya]. 

Kajrl K^rt) — A particular type of folk 
song of Uttar Pradesh, sung during 
monsoon, prevalent in places like 
Varanasi, Mirzapur, etc.. 

Kajri 2 — A particular type of dhun 

(tune) [a corrupt pronunciation of the 
word Kajjali] 

KajlT (cti^il) — Prevalent pronunciation of 
Kajjali [See : Kajri 2] 

Kanjira (<*)P>^<i) — A type of Tamborine 
instrument. 

Kat (WZ) — Frets of stringed instruments. 

Katapayadi (^dH^ift) — Successive numbers 
of melakarta. In Karnataka paddhati 
(system), a word is used composed of two 
bhasa-aksaras (letters) as upakhanda 
(prefix) of mela ragas (primary ragas) to 
denote the number of mela (sub scales). 

In this system, it is reckoned from the Indian 
alphabetical consonants 'Ka' to 'Jha' as 
'Kadinaba' i.e. numbers 1 to 9 and 'n as 
Zero (0); from 'ta' to 'dha' as 'Tadinaba', 
i.e. -numbers 1 to 9 and 'Na' as Zero (0); 
from Pa to Ma as 'Padipahca', i.e.-numbers 
1 to 5 and Ya to Ha as 'yadyasta', i.e.- 
numbers 1 to 8. Out of these letters which 
ever two are taken, are used in inverted 
order for formation of upakhand.i while 
during counting numberwise, these are 
reversed back for calculations, e.g. 
Kharaharapriya-actual r.i>;.i is l [arapriya, 
Khara' is the upakhanda or prefix. Ra and 
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l hit "I Kafapayadi have burn reversed to 
•i I neve prefix Khara. To calculate the 
number, Khara' has to be reverted back 
traighl to read 'Rakha' [or to put it in a 
different way, the two letters of upakh- 
•nda are to be read from right to left]. 
V. per Katapayadi system, the value of 'Ra' 
is 2 according to yadyasta' and 'Kha' is 2, 
u cording to 'Kadinaba'; therefore, 
I larapriya mela is mela no. 22. 

Kadak ( <*>s«h v ) — A type of modern tana, 
used in North Indian Khayal songs. (One 
of the classical type of songs) [See : Taner 
Sanja, Tana] 

Kadkha (=t>s<ai) — A type of modern tana 
used in Khayal, a classical type of song. 
[See : Taner Sanja, Tana] 

Kadjila, Kadjhil ( ^facrll , +4j$Mj— Cikari. 
[See : Cikari] 

Kada (^>3T) — Small metallic rings attached 
to chot (strip of hide, to hold the hide 
cover) of a membranophone instrument; 
Ahguriyaka (ring). 

Kadi-Ma (^t-"RT) — Vikrta Madhyama; 
Tlvrn Madhyama; Cadhi M. Sharp 4th 
note. 

Kan (^1) — Short lived or very slightly 
uttered note; Sparsra svara; Bhumika; 
Alahkarika (ornamental) svara; slightly 
touched (uttered) svara that precedes or 
follows the main svara. A touch note. 

Kan-sura Tfi) — Slightly out of tune. 
The svara that is uttered with the main 
svara with slight discord. 

Kanapakkam ( <*.<JIH+*>H)— The right face of 
mrdariga (a Karnataka drum). 

Kantha 1 (^prs) — The musical sound 
emanating from throat or voice. 
According to ancient treatises voice is of 
three types : (1) Khahula (flegmic and 
sweet), (2) Narata (grave and indistinct), 
(3) Bombaka (hollow and rough). 
According to Western opinion, there are 
two types, e.g.— (1) Male voice and 



(2) lemale and boyish voice. Male voice 
is ol 1 1 1 1 1 •« • types according to dilferent 
temperament and lem.de (and boyish) 
voice is also o! three types, according to 

different temperaments [See ; Sabda, 
Voice] 

Kantha 2 (^3)— Alapa of antara (2nd 

stage), where higher notes are used. 
Kanthakunika (* u 6^rui+l) — A type of 

particular vina (stringed instrument) that 

follows vocal music. 
Kantha-guna,-dosa,-bheda (^rrg-TTTJT,- 

^r 1 ^) — Merits, demerits and class of 

voice. [See : Sabda] 
Kantha-sangita (<*> u d«'fla) — Gana (song) 

imanating from throat/voice; Gita (song) 

accomplished through voice or 

accompanying instrument. 
Kat, Kata, Kata ^cl, ^cn) — Bols of 

anaddha (membranophonic) instruments. 
Katar 1 (^\) — Krntan. An embellishment 

of North Indian stringed instruments [See: 

Krntan] 

Katar 2 Kattor (W^, ^TfftT) — Fast jod 
(ornamentation played on stringed 
instrument at medium and fast-medium 
tempo) of fanda variety (complicated 
tana) with zarab (to strike with plectrum 
or nail). [See : Thata] 

Kattor jhad (^TfftT W§) — Fast jod (an 
ornamentation played on stringed 
instrument) with thok or zarab (forceful 
strike on string) and chanda (rhythm) on 
vina, a stringed instrument. [See : Thata] 

Kathak 1 (^*F)— A type of descriptive folk 
song based on Epic and Pauranic stories. 
Singer of a particular classico-folk style of 
songs. One who presents Kathakata, 
(narration of mythological stories). 

Kathak 2 Katthak One who 

presents Katthak dance (North Indian 
classical dance). A particular musician 
class, expert in dance. 
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Kathak 3 Katthak nrtta (^?«^,^?«^ffT)— 

A North Indian classical dance evolved 

from an ancient nrtta (dance) style named 

Natavari. [See : SaiigTta] 
KathakalT ( =b«4=hdl ) — A type of classical 

dance drama of Kerala area. [See : Sahgita] 
Kadambanat ( *<;»-<m-iZ) — Name of an 

obsolete raga. 
KadalT rasa ( *<;ciU« ) — Particular rasa 

(sentiment) of Karnataka Sahgita. 
Kanaka yukta raga nama (<* *i*^^T Wl 

•TFT) — Raga names with prefix Kanaka. 

Kanaka-kalyan, Kanaka-basanta, Kanaka- 

mallara, etc.. 
Kanar (^RT) — Name of an obsolete raga. 
Kanistha Vrnda (^fTO ^)-An 

assemblage of female and male singers 

and instrument players. [See : Vrnda] 
Kanda C^ 7 ^) — A type of alahkara 

(ornamentation) described in the 

medieval musical text Sahgitasara. [See : 

Saptalahkara] 
Kandarpa-balasatana (^=5^ «(<rI5?IlcH ) — 

Auduva (pentatonic) Buddha tana 

(orderly note combination) comprising of 

five notes. [See : Tana]. 
Kapardini C^Tf^t)— The name of 

particular murcchana (a heptatonic 

orderly note combination by changing 

keys) of Narada-mata. 
Kapala (<*>hici) — The name of an ancient 

style of giti, a mystic song. [See : Giti] 
Kaval (Qaval, Qaul) Kaol (^^^T)— [A. 

Qaval=promise]. A classical style of song 

introduced by Amir Khusrau (1253-1324 

A.D.) 

Kaol-Kalbana C*Stm, «M«IHI)— [See : Giti 
Riti] 

Kavval (Qavval) Kaoal ^3TTcT) — 

[A. Qaval=Singer, vocalist] Singer; Kathak 
who recites well. Muslim folk singers who 
sinj; in praise of Muhammad. Sufi singer 
community; IVvotec sect of Ni/amuddin 
Auliy.i 
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Kavvall 1 (Qavvali) KaoalT (+«|ld), 
3W?ft) — [A. Qavali=Song] Song; Kathakata 
of a very high standard. Particular folk 
music of Sufi Muslim sect. Particular 
Khayal giti (song) of fast laya. 

Kavvall 2 (Qavvali) Kaoali (^5cuTn\ 
^3lT?ft) — A type of tala used in North 
Indian non-classical music. 

Kavi (^ffa) — A poet or lyricist. A 
participating singer of Kavigana who is 
able to create mythological or social 
problems and also solve them at the soiree 
itself by his presence of mind through his 
compositions of lyrics and melody. 

Kavigana (<*>fq<iM) — A type of folk music 
prevalent in Bengal during 17th to 19th 
century A.D. [See : Loka-Sahgita] 

Kaviyal (^TfaTTc^) — Kavi; Singer of 
Kavigana. [See : Loka-Sahgita] 

Kavilasika Particular type of 

vina (stringed instrument). Other name is 
Kapilasa. 

Kamal (^RrT) — Name of a raga. 

Kamalayukta raganama (*Md^=W tHMIH) — 
Names of ragas with the prefix 'Kamala' 
Kamala-kalyana, Kamala-belavala, 
Kamala-manoharl, Kamala-rahjinI, etc.. 

Kama 1 (^1) — [Eng. comma or sign]. Sign 
of ksana-virama (short pause). Sign for 
portion of matra (beat). Sign, denoting use 
of a group of svaras (notes). 

Kama 2 (^RT) — When duration is more than 
two aksara-kala (time taken to pronounce 
two letters), the extra aksara-kala is 
denoted by this sign in Karnataka 
Paddhati (South Indian music), e.g. — S,=3 
aksara-kala. 

Kama 3 (^TTT) — [Comma] Western 
terminology indicating microtones of 
different values. 

Kampa (^T) — Andolana/ Vibralinn, fast 
vibration; to swing left or eight from the 
correct sruti (microtone) of the sv.ir.i 
(i.im.ikii. A shrill musical note. An 
ornamentation in raga music. 
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Kampavihlha raga (^WWtotPI) — The one 
OUl of I lie three types of ancient ragas, 
where >varas were without any andolita 
.1 gamaka. [See : Raga, Andolana, 
( ..im.ika] 

K.nnpaiika ( * *-m i g ) — Indian term for 

frequency; number of vibration per 

second of a sound produced by striking. 
K.impita 1 (^f^Tcl) — Singer with defective 

singing style; A singer whose voice or 

body trembles while singing. 
Kampita 2 ( <*>P-Hd ) — A particular gamaka 

(an embellishment) with the tempo of 

vibration which is double of druta-matra. 

[See : Gamaka] 
Kambala l(*«i<n) — A particular kind of 

ancient giti (a mystic song) [See : GTti] 
Kambala 2 — A class of Gandharva 

(musician) sect. 
KambI (^^t) — Metalic string used in vina 

(stringed instrument) [See : Vina] 
Kambu (^3) — Sahkh (conch shell) type of 

wind instrument. A type of 6iha (horn). 

[See : Vadya] 
Kamra (Ml)- [See : Danda] A type of 

ghana vadya (idiophone instrument) 

[See : Vadya]. 
Kaid/Qaid (^^)— [A. Qaid/%?] Bandhan 

(fixed or bound). Word used as a part or 

adjective. 

Karkha, Kadkha (^r\7sn, ^sn)-A 
particular type of Battle song of the 
Rajputs. [See : GIta] 

Karana 1 (^T) — An ancient Prabandha 
(lyrical composition of classical type). 
[See : Prabandha]. 

Karana 2 (^TT) — A kind of ancient tala. 

Karana 3 ('^rut) — A style of ancient accom- 
paniment style of stringed instruments. 
I 'articular stanza of stringed instruments. 

Karana 4 (^TTT) — Act of mixed hasta- 
vadana (playing by hand) of membra- 
nophOfM instruments (drums). 



Karana 5 (^rrq) — A particular body gesture 

in ancient Indian classical dance, 

performed with hands and feet. Dance 

pose with both feet. [See : Nrtya] 
Karanam (=m u ih) — Raga-vardhani an art of 

expanding a raga. The second and main 

Sancara (part) of alapa of a raga. 
Karnal (<m u ii<^) — Kurna; a large horn-type 

of instrument; a Karnataka wind 

instrument like a big sehnai. [See : Vadya] 
Karnai (*< u i$) — Applicaton of a paste 

called Khiran or gab on the right face of 

mrdahga. A Karnataka classical drum 

with two faces. 
Karatala (<t>*aici) — A type of idiophone 

instrument. [See : Vadya] 
Karatall (tKaicil) — A type of idiophone 

instrument. [See :Vadya] 
Karabha (^>T*0 — A singer with demerit, 

who sings with the chin stretching 

upward. [See : Gayana-dosa] 
Karala-manca ( *<<?ih^ ) — Incorrect 

pronunciation of the word Karalamantha. 

[See : Karala-mantha] 
Karala mantha ( «MldHUd)— A kind of 

ancient Indian tala. 
KaralT ( <Mici) ) — A fault of the singer, who 

shows a wide gaping mouth while singing. 
Karuna 1 (^"0 — A type of rasa (sentiment) 

[See : Rasa] 
Karuna 2 (°R>T) — The sound that evokes 

Karuna rasa (pathos); A type of sabda- 

bheda (Characteristic vocal sounds). 
Karuna-kamoda (<n<? u i «whI<0 — The name of 

an obsolete raga. 
Karuna (** u n) — A jati or type of uttering 

sruti (microtone). 
Karkarl ( ) — A type of ancient Vedic 

instrument. 
Kama («fn>lf) — A type of wind instrument 

of South India [See : Karnal] 
Karnata (<*>«ik) — The name of an ancient 

raga. The land in South India lying 
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between rivers Krishna and Kaveri, in 
I2th century A D. This land became 
1. 1 1 in mis .mil main centre of music because 
of the contribution of the great Tamilian 
and Kannad musicians and that may be 
the reason for South Indian music 
acquiring the name Karnatala Sahgita, in 
later time. 

Karnataka-vrndavanI (<*«ifd<*> <^-<;iq-il) — 
Name of an obsolete raga. 

Karnataka Sahgita -The style 

of classical music practised in South India 
and in South East India in particular. 
Music sung according to 6astra (theory) 
and popular style of the Dravidian race 
that inhabit Andhra, Karnata, Tamilnadu, 
Kerala, etc. of South India. Why this music 
became known as Karnataka or Carnatic 
music, is yet to be known, but from 10th/ 
11th century A.D. the land of Karnata 
earned great name and fame in North 
India by holding the leading position in 
music and was considered as the mouth 
piece of South India. [See : Sahgita]. 

Karnati (* u ilel) — The name of an obsolete 
raga. 

Kartab (^>cfa) — To show skill of voice; 

performing wonderful short tanas in 

Khayal type of songs of North India. 
Kartari 1 (^kW) — Particular acts of playing 

on string and hide instruments. 
Kartari 2 ('^ufft) — Particular gamaka. 
Karmaravi, Karmaravi *IHk<=ll)— 

Particular ancient jati. [See : Marjana] 
Kalarava (*>ck=ii) — Particular Sruti [See : 

Sruti] 

Kalahamsa 1 (<*><neVi) — Paraticular raga. 
Kalahamsa 2 (*cis*0 — Particular ancient 

Prabandha (musical composition). 
Kala 1 (^eTT) — Minute fraction of matra or 

time. 

Kala 2 (^F?TT)— Partic ular SrUti, 

Kala 3 (^T()— One of the Datl (ten 



characteristics) pra$asol tala [See rsia] 
Kala 4 (^Tl) — Soundless act of tala; 

Nihsabda-kriya [See : Tala] 
Kala 5 (<Pcff) — A part of the body of a tala. 
Marga tala, e.g. Caccatputa; the body of 
the tala is comprised of parts with matras 
(beats) such as — 2+2+1+3, each part is 
called Kala. In the body of the talas of 
Kirtana, the parts which consist of laghu 
and guru laoya of theka (bols showing the 
composition of a tala) are each called Kala. 
The matra or sum total of matras 
(rhythmic beats) of the body of 'Marga- 
prana' (elements of Marga tala) of tala is 
called Kala; with this kala, tempo of 
ancient lay a was measured. 
Kala 6 (^1T) — Fak or Khali (unsounded act) 
of tala. 

Kala 7 (^fT) — Each portion of a special 
cluster of svaras. 

Kala 8 (^eTT) — Resonance through Jiva [See 
: Jiva] and string; Jaoari, Javari. 

Kala 9 (^rTT) — It is a Sanskrit word, 
meaning art. Ancient 64 kinds of coarse 
and fine arts. 

Included in these are gita, vadya, nrtya and 
natya as fine or delicate arts; painting and 
sculplure are also included in fine arts. 
Alphabetically, the names of 64 arts are 
as follows: (1) Aksaramustika kathana, (2) 
Akarajhana, (3) Akarsa-krlda, (4) Alekhya, 
(5) Utsadana, (6) Udakaghata, (7) Udaka- 
vadya, (8) Aindrajala, (9) Karnapatra- 
bhahga, (10) Kavya-samasya-purana(ll) 
Kesa-marjana kausala, (12) Kosa- 
chandojhana, (13) Kaucumarayoga, (14) 
Kriya-vikalpa, (15) Gandha-yukti, (16) 
Gita, (17) Citrasaka-pupabhaksya-vikara- 
kriya, (18) Citra-yoga, (19) Chalitaka- 
yoga, (20) Taksana, (21) Taijdula 
kusumavali-vikara, (22) TarkukarmSdi, 
(23) DaSana-vasanihga riga, (24) I Kirva 
caka-yoga, (25) Desa-bhasa-jfinna (26) 
Dyuta-krida, (27) Dhatuvada, (28) 



Dliaranamatrika, (24) Natikakhyayika- 
darSana, (30) Ngjya, (31) Nrtya, (32) 
Nc-pathya-yoga, (33) Pattikavetra-vana- 
viruddha, (34) Panakara saraga svara- 
v< ijana (35) Puspa-sakatika-nimitta- jhana, 
(36) I'uspastarana, (37) Pustaka-racana, 
(38) Pratimala, (39) Prahelika, (40) 
Vastragopana, (41) Vadya, (42) Balaka- 
kridanaka, (43) Vastu-vidya, (44) Vise- 
saka-cchedya, (45) Vrksayurveda-yoga, 
(46) Vaijayiki-vidya, (47) Vaitaliki-vidya, 
(48) Vainayikl-vidya, (49) Bhusana- 
yojana, (50) Mani bhumika-karma, (51) 
Mani raga-jnana (52) Manasi-kavyakriya, 
(53) Malya-granthana-vikalpa, (54) Mesa- 
kukkutasavaka-yuddhavidi, (55) Mle- 
cchita-kavikalpa, (56) yantramatrika, (57) 
Rupyaratna-pariksa, (58) Sayaracana, (59) 
$uka-sarika prapalana or Pasu- paksl- 
bhasa-jnana, (60) £ukharapida-yojana, 
(61) Sampatya (62) Sucivapa-karmadi, 
(63) Sutrakrida, and (64) Hastalaghava. 

Kalavat (^cnqq^) — Kalavanta. Dhrupada 
singers of medieval period. A particular 
class of classical singer of North India. 

Kalavat! 1 Vina used by the 

ancient Gandharvas (musician class). 
Another name of ancient Tumburu vina. 

Kalavat! 2 Name of a raga. 

Kalavanta 1 (<fcciiqti) — KalajhanI (erudite 
in art). One who is expert in practical 
music. [Kalakar, in modern term] 

Kalavanta 2 (*cnq-n) — One who knows 
songs of Dhrupada style very well. A 
singer class of Rajputana (Rajasthan) area. 

Kalavant! l(<t)ciiq-al) — Style /gestures of 
Dhrupada singers of North Indian 
classical music. 

KalavantI 2 (^1^)— Adjective used with 
few prevalent ragas sung in a distinctive 
style among Kalavanta community, e.g. — 
Kalavantl-iman, Kalavanti-desI, etc.. [See 
: Kalavanta 1] 

Kalavant! Khyal (<*.<rlM-dl T3fl?Q— Khayal 

Influenced with I >hrupada style of song, 



introduced by Sadar.mg, a great music i.m 
and composer of Mian Tansen's family. 
Kalavid (<*iciirq<^) — One who is expert in 
music. One who is knownledgeable in fine 
arts. 

Kalavid sreni (*<nirq<^ aW)— Kalavid (an 
expert in art) refers to five classes ; e.g. — 
(1) Gayaka, (2) Nayaka, (3) Gun!, (4) Gan- 
dharva and (5) Pundit [See : Sahgitajfia]. 

Kalar (qicni<) — A corruption word for the 
raga name Kalhar; an obsolete raga; A 
particular raga. 

Kalas 1(<dcii*0 — A corruption word of the 
raga name Kollahasa; A particular raga. 

Kalas 2 (<*>ctikh) — An interruption in ancient 
Indian dance sequence. 

Kalasam (*<nw^) — A special style of dance 
presented at the end of each act of 
Kathakali, a South Indian classical dance 
form. [See : Nartana] 

Kali (^%) — Carana (Stanza) of a song; 
dhatu; tuk. [See : Dhatu, Tuk] 

Kalika (*Rn*i) — Kunika (thread made of 
bark); JIva; Thread made of silk or 
bamboo. [See : Kunika, Jiva] 

Kalingda (*rei^ : si) — Name of a welknown 
Hindusthani raga. 

Kalopanata (^fftwrr) — Name of a 
particular murcchana (ascending or 
descending order of notes by shifting 
keys) [See : Murcchana] 

Kalpana svara ( <*nrHii*-=(<) — A Sargam 
(combination of notes) applied in a 
definite method while doing Sancara 
(movement) of Pallav! dhatu (Karnataka 
1st stanza of a lyric) of Karnataka krti 
(composition) or Gltabandha (modern 
term for ancient prabandha). [See : Pallavi, 
Krti] 

Kalyana ( <*»tr*t( u i) — Name of a raga. 

Kalyana-nama yukta raga (*><rm u i 
TFI) — Raga names with prefix Kalyana; 
Kalyana-kali, Kalyana-gauri, Kalyana- 
nata, Kalyana-baradi, Kalyana-Sri, etc.. 



Kalyan-Jhata (^JPI BR)— The orderly 
notes with the 4th note as sharp. [See : 
Thata] 

Kalyani (<*><rMl u n) — Name of a medieval 
raga. 

Kallinatha-bhairava (*RrHM ^3)— Name 

of an obsolete raga. 
Kallinatha-mata (<*>l<r?HI*T — A mata 

(opinion) regarding classification of raga- 

ragini. [See : Raga] 
Kasak-masak (*^-TTO3T) — A particular 

Bhao or expression associated with 

Kathak nrtta, a Hindusthani classical 

dance form. 
Kasaull-yukta raga-nama (^ft^ft 

U'i-iih) — Name of ragas with the prefix 

Kasauli : Kasaull-jhinjhoti, Kasauli- 

bhairavl, etc.. 
Kasbl (^r?^) — A singer who has 

perseverance. 
Kaharva (^^51, ^r^f) — Name of a 

particular tala used in light songs. 

Kaharva. 

Kahu, Kaho, Kau (^rg.^.^te) — Regional 
name of Kakubha raga. 

Kahnu, Kahna (^f, ^SSfi?) — Another name 
of Abhiri raga. 

Kaoali (^TSrlsrifci) — Kavvall form of song. 
[See : Kavvall] 

Kakapada (=hi*h<^) — Same or equal in time 
measure in tala as two guru matras or four 
laghu matras. [See : Tala] 

Kakall ( <*>i*cil ) — Nisada the seventh note 
of the heptad having four srutis 
(microtones). An ancient vikrta svara. A 
note having an interval of 11 semitones 
from tonic. 

Kakall-Kalita murcchana («t>i*«nV*fVia- 
•^Wii) — The murcchanas (ascending- 
descending orderly note) innovated by 
bringing in Kakall-Nisada, while using 
seven notes SRiGMPDNi. [See : Kakali] 

Kakali-s.ldharana ( -+>l'+>dlymK T n)— When 



Nisada (Ni) acquires four srutis by taking 

two smtis from Sadja (S) and thus making 
Sadja to have two Srutis, is known as 
Kakali-sadharana. It is same as Kakall. 
[See : Kakali] 

KakI (<*>i<*0) — One of the demerits of a 
singer or a flute player. [See : Gayana- 
dosa]. [See : Phutkar dosa]. 

Kaku (^n^T) — Distortion of words or 
utterance. Variety/diversity in utterance 
through voice. Different emotions 
expressed through different sounds. 
Showing shades or parts of other 
elements, in raga. 

Kakur prakara TRiR) — Varieties of 

Kaku. (1) On account of various different 
ways of utterances following Kakus are 
produced — (a) Uraha-janita (from the 
heart), (b) Kantha-janita (from the throat) 
(c) £irah-janita (from the head). These are 
ancient Svara-kakus. 

(2) Sthann-bheda-hetu — On account of 
difference in sthana (saptaka or heptad). 

(a) Sakatiiksa — Mandra sthanagata (belon- 
ging to lower heptad). 

(b) Nirakarhksa — Tara-sthanagata. (belon- 
ging to upper heptad) 

(3) Natya-rasa prakasa hetu — On account of 
expression of natya-rasa (Sentiments of 
drama). 

(a) Vilamvita (slow articulation) for 
Karuna rasa (sentiment of pathos) 

(b) Dlpta (bold articulation) for Vira rasa 
(heroic sentiment). 

(c) Druta (fast articulation) for VIbhatsa 
rasa (horrid sentiment) 

(4) For achieving excellence, variety is 
brought in through the use of distinctive 
parts of other elements. 

(a) Svarakaku — By implementing srutis 
(microtones) in a different manner, a 
particular svara may seem like another 
svara, and thereby expressing beauty of a 
raga. 

(b) Riga kflcu — Creation oi excellence by 
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\ .H ic<l use el raga's own group ol svaras. 
(. ) Anya riga kiku — Expression of beauty 
in .1 riga by using characteristics of 
mother r.iga. 

(d) Ksctra-kaku — Expressing beauty of a 
rlga by using artiste's own imaginative 
talent. 

(c)/)i 4a kaku — Expressing beauty of a raga 
through regional characteristics. 

(f) Yantra-kalu — Beauty of a raga exp- 
1 1 flsed by adopting proper characteristics 
■ •I rach instrument. 

( 1 1 u'se six types are called Chaya-kaku, 
.ipplied to beautify a raga) 

(g) Naman-kaku — According to Karnataka 
opinion, to create variety in a raga by 
sweet and soft utterances (this is ancient 
I .ivani-Sthaya). [See : Sthaya] 

(h) Bhasa-kaku — According to Karnataka 
opinion, to create variety in a raga by 
.ulding language in the lyrical 
composition of other region. 

K.ikoli (<*>i<*)lcfl) — Harsh sound like that of 

.1 raven's call, 
k.ijn (*i>n<l) — Kajri. A type of regional 

•.ong. [See : Kajri 1] 
k.if (^) — Krntan (an embellishment) [See : 

Krntan] 

Ka|-taras~ (^n^-<TO*T) — [Per. Taras=Form, 
in k ture] To compose by selection from 

Small d istinctive groups of svaras (notes) . 
K.it.m (^13^) — Krntan (an embellishment). 

| Set- : Krntan] 
Kafan ( Wl)- [See : Rasa Kirtan] 
K.i|h, Kafhamo ( ^T3Rt)— The body of 

mrmbranophone instruments. 
K Idi (^TSI) — A type of drum instrument. 

knyra; Jharjhar [See : Vadya] 
K ....d.i vina (+l"^>ll)— A kind of ancient 

\ edic vm. i (stringed instrument) 
1^ .1 y.iv.im Vina (<Wc^HH)cf)<J||)— A type of 

in. M id Vedic stringed instrument, 
itittuntri vina. A vina having hundred 
i ungs twisted into three thicker strings. 



K.ulinava (<?rr^"T3) — Ka to Jha, nine 
numbers of Katapayadi cakra of South 
Indian music denoting the number of 
Mela. Ka=l, Kha=2, Ga=3, Gha=4, N 
(^)=5, Ca=6, Cha=7, Ja=8, Jha=9 (ft is 0). 
[See Katapayadi Cakra] 

Kan (^>H) — KHaka; Khuti; A longish shaped 
piece of wood inserted in a hole in the 
upper part of danda (neck) for winding 
string of a stringed instrument (It is called 
Gonj-kan. Western type of Kan is machine 
made. Kan or peg). 

Kanada (<*>iisi) — Name of a particular raga. 
(The word kanad or kanad has originated 
from Karnata or Kannad, a land in South 
India). 

Kanad! (*M-s1) — Name of a particular 
obsolete raga. 

Kanara (<*>m<i) — Kanada; Name of a 
particular raga. (According to other 
opinion Kan and Kanar are derived from 
the word Kahna, the name of Lord 
Krishna. [See : Kanada] 

Kani (^>lf>T) — Kinar; Cat; thick hide strip 
fixed around Cap (hide cover) of 
membranophone instruments. A separate 
round hide ring set on the top of drum 
instruments like tabla, Pakhavaj, Srikhol, 
etc. 

Kanihari (chiPieid) — Name of an obsolete 
raga. 

Kanun (^i^-i) — A particular drone-type 
string instrument of svaramandala class, 
that was in vogue in Arabia, Persia (Iran) 
and Medieval India. [See : Vadya] 

Kapar-gaun ( =t>iH<- T ftTt) — Name of an 
obsolete raga. 

Kapalam ( ^iHiei' 1 ^) — According to 
Karnataka (South Indian) opinion, one of 
the three varieties of nrtta (dance) of Lord 
£iva. [The names of the three varieties are: 
Kapalam, Kodukotti and Pendarahgam]. 

Knfi ( ^iP-ri) — Name of a particular raga. 
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(hit- ol the ten I lindusthSni Thatas (Sub- 
scale) (See : Thata] 

Kafi nama-yukta ragas (*!p+>-iiH <j<*\ <mi)— 
Raga names with prefix Kafi — Kafi- 
kanara, Kafi-khambaj, Kafi-narayanI, 
Kafi-sindhu, etc.. 

Kafela (^T^^n)— (A. Kafla=desert 
travellers) Song of camel drivers in South 
West Asia. 

Kavya-sanglta (*i««i^]a) — Sangita, rich in 
kavya or literature; The songs, in which 
language rich in poetic quality, is given 
more prominence than tune; songs in 
which there is attempt to develop artistic 
expressions of poetry through svaras 
(notes). 

Kaverl (<*>i^<l) — Name of an obsolete raga. 

Kamagana («wh*i u i) — The name of a pattern 
of poetic metre. [See : Ganaj 

Kamadakhya (<wh<;i<sm) — Auduva suddha- 
tana (pentatonic orderly note combina- 
tion) of Madhyama grama, an ancient 
Indian musical scale. [See : Tana] 

Kamavardhani (^FTWf^) — A Karnataka 
(South Indian) uttara melakarta (a mela 
with 4th note as sharp). [See : Melakarta] 

Kaman (*fiTO^)— (Per. Kaman=Bow) Chad; 
the bow to play on Sarahgl instrument. 

Kamance ( *iHi-t^ ) — Kamance; String 
instrument, in the shape of a bow. 

Kamoda (<*>ih)<0 — Name of a particular 
raga. 

Kamoda nama-yukta raga (<t>m1< ^fTO^T 
TPT) — Raga names with the prefix 
Kamoda — Kamoda-kalyana, Kamoda- 
kedara, Kamoda-nat, Kamoda-pancaka, 
Kamoda-behaga, etc.. 

Kamodi (^JFRHt) — Name of an obsolete 
raga. 

KambojT (^FTF^ft) — Name of a particular 

raga. Kamodi. 
Kambodhi (wmVtI) — Name of an obsolete 

Raga. 



Kambhoji ( *i«J)>«i1 ) — Nameoi .i particulai 
raga. Name of a particular Mela. [See 
Mela] 

Kaida/Qaida (<*>M<;T) — A particular 
embellishment of Hindusthani solo tala- 
playing Lahara. [See : Lahara] Chanda or 
rythmic variety in songs or instruments 
in the style of tala syllables. Technique. 

Kayam l(^PT^) — To establish a raga 
through vadi (the sonant) and other 
distinctive svaras. 

Kayam 2 (<*>nh.) — The state in which other 
chandas are exhibited, after establishing 
the raga in a specific laya; e.g. — avrtti or 
recital of the cycle of Tintala (a tala of 16 
beats with 4 divisions) in the chandas of 
Cautala (12 beats), Dhamar tala (14 beats) 
or Jhampa tala (10 beats) after being 
established on its own rhythm. 

Kayem (^r^)— Same as Kayam. [See : 
Kayam 1, Kayam 2] 

Karanamsa (^KTRl) — [See : Arhsasthaya] 

Karlri (^Tttfl) — A particular Auduva 
suddha tana (pentatonic orderly note 
combination) [See : Tana] 

Karamaravl (<*Hhql) — A particular vikrta 
jati (mode) [See : Jati] 

Karyarhsa 0*wt5(i) — [See : Arhsa sthaya] 

Kala 1 ("Bra) — Entire time. Particular 
portion of time. 

During anceint times, sections (of time) of 
Kala 1 used to be divided into small units. 
These small units were of different names 
and there were different opinions 
regarding their duration. Generally 
speaking, if Laghu [ I ] is considered as 
one unit, the others would be (1) Ksana 
(1/262144 Laghu), (2) Lava (1/32768), 
(3) Kastha (1/4096), (4) Nimr.vi (1/512), 
(5) Kala (1 /64), (6) Truti or caturbhfiga (1 / 
8), (7) Anudruta [^1 or Bindu (1/4), 
(8) Druta [O] (1/2), (9) l aghu [ 1 |, 
(10) Curu |S] (2). (11) IMuta |S| (3), 
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(12) Kakapada |©| (4), (13) Hamsapada 

(H), (14) Maha-hamsapada (16) [See : Truti] 
Kola 2 (^ra)— One of the Dasa-pranas (10 

i h.ir.ii (eristics) ol Tala. 
Kilt S 0HIW)— Khali or fak (silent beat) of 

Tala. 

K.i la 4 (^M)— Graha (starting) of song and 
Tala. 

Kill 5 i 1 *^) — Duration of whole matra 
(beat) or a portion of it in Kirtana. 

K.iln 6 (^TTcT) — Movement of gana, in 
K arnataka (South Indian Music). Laya- 
gati, meaning speed of a tempo. There are 
three types of Kala according to Karnataka 
paddhati (South Indian Music system): 
First KaTa=exact/equal gati (Standard 
tempo), second kala= double gati (faster 
tempo) and third kala (fastest tempo)= 
lourtimes gati. 

K.ila 7 (^r\) — It is divided in three ways; 
e.g.— (1) Taking day and night as 8 
praharas; (2) Dividing day and night into 
two parts, as purvardha (first half) and 
uttarardha (second half); (3) Dividing day 
and night into 16 half-praharas (one 
prahara=3 hrs). [See : Raga] 

K.ilaksepam (^TcT^T^) — Karnataka (South 
Indian) version of Kathakata (reading and 
exposition of the Puranas or mythological 
stories). 

K.ilika mangala (^lf^FTfcT)— Songs from 
I ilika-purana, in which short songs are 
Included inbetween kathakata (reading 
,md exposition of the Puranas or my- 
thological stories) type of recitation. 

Kilindi ( ^rf?Rt ) — Name of an ancient raga . 

K.ili.ulra (+lPcKl)— Name of an obsolete 
raga; Kalandar. 

Kill kirtana (uKriWWi) — Pala type of songs 
(dramati( songs) relating to Goddess Kali 
oi N.ikti, sung by a group of singers in 
Dhrupada style of song with the 

.it . ompanimenl of mrdahga. 

K.il«-n K d'« Ct l'l "!) Kaga Kalingada, a 
popular Ninth Indian raga 



K.iloy.H CW'-ll'tKl) Kol.iv.it; Kalavanta. 

Accomplished singer of classical music. A 

Dhrupada singei 
KaToyatl ( *nrrt*JT7ft )— Exhibition of 

excellence by a Kaloyat Style of high 

standard of classical music. 
Kasmlri Khemta (*rhU1 — A type of 

North Indian tala, used in light songs. 
Kasthataranga (WBtRf) — A particular 

type of idiophone instrument. [See : 

Vadya] 

Kastha (^TOF) — A particular unit of Kala 

(duration of beat in tala); 8 Lava or 1/8 

Nimesa. [See : Kala 1] 
Kahala (=t>iscrii) — A type of wind instrument 

resembling a Sehnai. [See : Vadya]. 
Kaharva (W^I) — Kaharva Tala. A tala 

used in light music of North India. 
Kansyatala (*iVkiici) — A type of idiophone 

instrument. [See : Vadya] 
Kasar (^>ffR) — A type of idiophone 

instrument [See : Vadya] 
KasI C^nrft) — A type of idiophone 

instrument [See : Vadya] 
Kidkittu (P<t>sP*g) — A type of membrano- 

phone instrument, used in South India. 
KitKit (P+iPctxi)— The sound that emanates 

while winding the Kan or Kllaka (peg) of 

a stringed instrument. 
Kittan (P*gn) — Khiran, a solid paste used 

for membranophone instruments. 
KinkinT (fcPfil) — A particular type of hip 

ornament or feet-ornament of dancers. 

Ghunti. 

Kinjin ( P*^^)— Puppet dance; Putul- 
nrtta. 

Kinar ( P*>-ik ) — The outer rim of a 
membranophone instrument, covered by 
a separate strip of hide; Kani; Cat. 

Kinnari-vina (f^rft ^=n)— A type of 
,m. n ot Indian string instrument. [See : 
V.ulya| 
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Kilai ( foci?) — SamvadI (consonant). [In 
Tamil language samvadi is called tnai or 
Inai] 

Kirtana 1 (^fafa) — A religious type of 
sophisticated classical music, singing in 
praise of the Lord which was prevalent in 
medieval India in Brindavana and places 
around it. 

Kirtana 2 (^ffcfa) — Second part of a 
particular Nrtta-gita (dance-song) of the 
Oraon tribe, belonging to North India and 
Andhra, a state in South India. 

Kirtana 3 (^ffafa) — A religious type of 
sophisticated classical style of song of 
Bengal, rich in Vaisnavaite lyrical 
compositions and composed of regional 
ragas and talas. [See : Glta] 

Kirtana 4 (^cN)— Particular GIti-riti (style 
of song), prevalent in Karnataka 
presented in common ragas with simple 
devotional theme, stressing on lyrical 
components. It may be sung alone or is 
chorus. This kirtana is sung either with 
Pallavi (the first lyrical stanza) and 
caranam (the last stanza) or with Pallavi, 
Anupallavi (2nd lyrical stanza) and 
caranam, stressing on the themes of praise, 
offering puja (worship), amorous divine 
sports, etc.. [See : Namaklrtana] 

Klla-kalyan (^cT-^qm) — Name of an 
obsolete raga. 

Klla-kanara (^>tcT-<ni-Ki) — Name of an 
obsolete raga. 

Kllaka (<*>1d'=h) — Pegs of stringed 
instrument; Khuti, Kan. 

Kuad, Kuyada (^srrf.ipn^) — Kuadi. [See : 
Kuadi] 

Kuadi (^37TSt) — Expression of 4 matras in 
5 matras. According to another opinion, 
expression of 4 matras in 7 matras. Yet as 
per another opinion, expression of 16 
matras in 9 matras. Ancient Dhrupada 
singers opine that, Kuadi is the expression 
of m.itr.is sometimes in even laya, 



sometimes in double laya, sometimes, 
layas of three times or four times. It is a 
mixed expression of chandas (rhythm) or 
layakarl (variation of tempo). 

Kukkuta-tana (^JTZ cTR) — Particular 
variety of tana of Karnataka paddhati 
(South Indian music system) [See : Tana] 

Kujhal (^eT) — A type of flute. 

Kutila 1 ( <$ (del ) — A particular type of 
alahkara (ornamentation). 

Kutila 2 ( $P«i ) — Any crooked movement. 
A complicated tana. [See : Tana] 

Kutila 3 (^TfecT) — Excellent dancer 
community. 

Kuttikara (jPg^K) — The worst possible 
representative of vaggeyakara (composer- 
singer) that is, representative of a very low 
calibre, who composes lyrics in improper 
unbecoming tunes or in tunes composed 
by others. [See : Vaggeyakara] 

Kudam ($sh,) — A South Indian term for 
Sound box; Dhvanikosa. Kundi. 

Kudai ($si§) — Kulai, Koda raga. Another 
name of Sughrai raga. Another name of 
Madhyamadi raga. 

Kudimiyamalai lekha (^fefw?eTf ?R3) — 
Particular inscription engraved by Pallava 
King Mahendra Varman, on the side of a 
small hillock called Kudimiyamalai at 
Padukottai. Description of seven ancient 
grama-ragas are in this inscription. The 
name of the ragas are: Madhyama grama, 
Sadjagrama, Sadharita, Pahcama, Kaisika, 
Sadava and Kaisika-madhyama. These 
ragas were employed in natya (drama), 
during the time of Bharata. 

Kunika (fta)- Kalika. (A thread made 
from bark) [See : Kalika] 

Kundala ($ u s<ni)— Name of a particular 
raga. 

Kundi Kudi; hand] or kln>l (shell) 

of bay.i (left-part) of tabli. 
Kutapa (^TT^) — A kind of asseinblagi' in 

whirh tlu> player oi d.im rr takes the main 
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rola ii is similar to Western ensemble. In 
this, players and dancers were assembled. 
Kutapa is of three types — (1) Tata (string) 
kutapa, (2) Avanaddha (membrano- 
I ihone) kutapa, (3) Natya (drama) kutapa. 

( 1 ) Tata kutapa — The kutapa, in which, the 
main singer, players of stringed 
instruments or flute, (of almost same 
importance), along with players of vlna, 
kahala, sarhkha, etc. and also tala 
maintainers, mrdanga players, assemble 
together. [See : Vadya] 

(2) Avanaddha kutapa — The kutapa in which 
the mrdanga player takes the main role 
ii id players of panava, dardura, hudukka, 
pataha, damaru, bheri, jhallari, ghanta, 
karhsyatala, etc. are assembled. [See : 
Vadya] 

( Natya kutapa — The kutapa, in which 
characters experienced in acting and in the 
subjects of ahgahara-lasya-tandava, etc. 
assemble from different places, such as 
Lata-Karnata-Andhra-Maharastra- 

Gurjara-Ahga-Bahga-Kalihga-Malava. 
[See : Ahgahara, Lasya, Tandava] 

Orderly arrangement of all types of kutapa 
together is called vrnda. The use of kutapa 
was restricted in the field of natya (drama) 
only. It used to be considered as uttama 
(good), madhyama (mediocre), or adhama 
(inferior), according to the experience and 
training of the characters. 

Kutapa vinyasa IV*ii*0 — To specify 

exactly the seats of players and position 
of dancers on the stage; to make partici- 
pants seated in their own specified places. 

Kuttu (^p3) — Nrtya (dance with expre- 
ssion): Dance-drama. 

Kudirai (^ffer?) — Savari (bridge) of stringed 
instruments. 

Kuntala ($-<1cl) — The name of a tala. The 
name of a raga. A type of prabandha 
(.mi lent classical composition). 

kunt.ila-yukta raga nama 
M'HHI) Names of ragas with Kuntala: 
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Kuntala-baradi, Kuntala-rahjinI, Kuntala- 

saram, etc.. 
Kumar! ($hi(1) — The name of a raga. 
Kumud (^^) — The name of an obsolete 

raga. 

Kumudvati ($yS<fl)— The name of a Sruti 

(microtone). 
Kumbha (^*0 — The name of a tala. The 

name of an obsolete raga. 
Kumbharl (^r"-Tnft) — The name of an 

obsolete raga. 
Kuyat (^Q— [A. Kuvat=S"akti (strength) 

Expertise in raga expression. 
Kuyad (<prf )— Kuadi. [See : Laya] 
Kuranga-manjari — The name 

of an obsolete raga. 
Kural (^Tcl) — Tamil terminology of sadja 

(tonic) svara. Voice. 
Kurul (^cT) — A type of gamaka. [See : 

Gamaka] 

Kurna (=f°lf ) — Horn type of instrument of 
Karnataka. 

Kulai (foff?)— Kudai [See : Kudai] 

Kusaiira (^>VllOO — It is called sarira, when, 
through inborn aptitude, without any 
practice or accomplishment, but with the 
help of voice and ones ability one is able 
to delineate on ragas. Sarira is demoted 
to kusarira, when voice is without 
resonance or it is rough, colourless, out of 
tune, harsh and severe. 

KusTlava ($*Hciq) — A person efficient in 
using natya vadya (instruments used in 
drama) and also playing them. 

Kusuma (^pO — The name of an obsolete 
raga. 

Kusuma-ranjini (^IT Tfesrft) — The name 

of an obsolete raga. 
KusumavatI (^pfl^cft) — The name of an 

obsolete raga. 
Kul.a (^2) — Going in reverse direction, with 

sequence/succession that is topsy turvy. 
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Ku|atana (^.aii) — Ancient tanas with 
inverted sequence and both the 
successions. Modern complicated 
complex tanas. 

Kuta-tana samkhya (number of Kutatanas) 
(<$<;ciii — In very ancient period the 
number was 5033; in ancient days 5040. 
In later period Kutatana became three 
types and the total number or kutamiti 
became 317930. During further later 
period, when complex use of 6ruti 
(microtone) came into use, number 
became 9, 81, 32, 040. 

Kuta-tana-prakara (jecii-i ISRtR) — Variety of 
Kuta-tanas. Three types of Kuta tana — 
(1) Purna (heptatonic), (2) Apurna (below 
7 notes), (3) Punarukta (repeated). 

Krti (frRr) — Particular style of glti 
(composition) of Karnataka paddhati. 
Dominated by melody and emotion, this 
glta (song) places lyrics as secondary; 
speciality of this style lies in displaying 
expertise in artistry and grandeur. This 
style expresses its beauty through songs 
composed of a few lines in verse, 
consisting of pallavi (1st stanza), 
anupallavT (2nd stanza), and one or two 
caranams (other stanzas), set in ragas that 
are prevalent and also rare, expressing 
rasa. Normally, though its literature is 
based on popular theme, themes on 
religion are also available. It has some 
resemblance with Hindustham Khayal in 
envisaging vistara (expansion), applying 
svara tanas (fast application of notes), etc.. 
Krti (a musical composition) is meant for 
solo performance, and is sometimes 
composed of two dhatus (stanzas) also, 
like Khayal. 

Krntana (fRH) — Particular embellishment 
of stringed instrument; In instruments 
played with nail, plectrum or bow, when 
placing the pointer finger and middle 
fingei on two frets one after the other, 
striking or without striking, pressing the 
string downwards by the lip ol the middle 



linger by quickly rubbing and releasing 

it, i.e. slipping it (according to players' 

language, it is — 'cutting it') the act of 

Krntana embellishment is produced. [See 

Vadya-alahkarana]. 
Krsa — Voice without expanse or 

breadth. [See : Sabda] 
Krsna ( °F™I) — The name of an obsolete tala. 
Krsna-yatra (frsrr irr=r[) — Yatra (rural 

drama) type of song, based on themes of 

Krsna-llla. [See : Yatra] 
Krsna(^rron) — A particular hand gesture 

showing sounded act of tala. [See : Tala] 

(the word in also mentioned as 'Krsya' in 

some places]. 
Kekalan (iticii) — A type of folk dance, 

performed over a rope. 
Keti (%fs)— The voice which does not 

achieve sweetness or pleasantness in any 

saptaka (heptad). 
Keni (#1) — The voice that finds great 

difficulty in reaching udara (lower 

heptad) or tara saptakas (higher heptads). 

[See : Sabda] 
Kedara (%?R)— The name of a raga (also 

called Kedara or Kidara) 
Kedarni, KidarnI (^<KHl- f+<KHl)— The 

name of an obsolete raga. 
Kedarayukta raga nama(%^-^I TFHP7) — 

Raga names with prefix Kedara: Kedara- 

kalyana, Kedara-gauda, Kedara-nata, 

Kedara-hindola, etc.. 
Kedari (%^rd) — The name of an obsolete 

raga. 

Kelikala (%f^eTT)— A type of stringed 

instrument. 
Kevala C%^eO — The name of a particular 

gamaka. [See : Gamaka] 
Kesara-yukta raga-nama (%TR TFT 

^TFI) — Raga names with prefix 'Kesara:' 

Kesara-kalyana, Kesara-puriya, etc.. 
Kaikillal (^fW<n$) — Tamilian terminology 

for Gandhara ('(■'), the third note (i! the 

heptad 

Raid 1 (*TO_[A. Kayul Handhan 
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(liontl.i>;i*)l H'lN word is used .is p.irt or 
An i»il|ri HVfl "I .mother word; e.g. — Kflld- 
•tl.ip.i, Kaiil l.iro, k.iid tt.11uih.1n, et< 

(Kaytd InBartftU), 
Kuld 2 (*^)— The name of an obsolete tana. 
Kild-lllpa (*V" T ^)— Varkty of 

II. mill). in .ll.tp.l 

k.ii.i I .no ( 'In, 'i. H ) A 1 1 o 1 1 1 < ■ i tut in oi 

I'.llod.l.sl t.ll.l 

K.n.l -..iv.iu i l.f; m no i I ho n.iim' ol .i 
1 1 ii.. lu .il i.h ii i.i l.i Variety ol S.ivari tala. 

K.ifiik.1 niv.ul.i t Mvi i. I-imk) — Ancient 
Ni-..ul.i .v.ii.i (Ni), tin- loading note, 
1 1 1 1 1 * . i ■ . 1 1 1 1 j * ni thivo • rutifl (microtones). 

I« ..i ll .i |i.iii< .iin.i i 'l.tvi i. -i Pancama 
Mi' illi linn smlr. wlmli emerges, when 
M in in. i. Ili\ .una grama is lowered down 
mil (microtone) from its own 

place 

K.indka-uiadhyama ^wr)— The 

name ol an ancient Indian grama-raga. 
k illika lidhlrana (%Rn^ ^tt*tr^t) — The 
Ihiation that arises when grama-karta, 

the tonic of 1 1 io scale of 4 srutis, donates a 
nili o.u h to .i svara standing before and 

titer; ( irama-sadharana. 
K.iisiki ( 4.^14.1 )— The name of an obsolete 

rlga. A type of vrtti [See : Vrtti] 
K.iisiki j.ifi (*fera& ^llfir)— The name of a 

vikrta "jati". [See : Tati] 
Koklla («tiir<t)ci) — A type of alahkara. The 

name of an obsolete raga. 
Koklla pancama (<t>")f+d M<HM)— The name 

of an obsolete raga. 
Koklll (*ir*dl)— The name of a tala. 
K <>ii ii v.idyam (^rtf^m^) — A type of 

Anaddha vadya (Membranophone 

Inatrument). The instrument which is 

pl.iyod by wooden sticks. 

Kodi (ait«I)— Kudai raga. [See : Kudai] 
Kodu (f^l) — Sticks for playing instru- 
ment!*. 



Kon.i (1.1'M) -Stick or a triangular piece 
wiih win. Ii itrlltg instruments are played. 
Dry piece ol hide held by the left hand for 
s.ir.in.i (playing). Sticks for playing 
membranophone instruments; Kuduva. 

Kiiin.il.i I ( 'lilTO) — The name of an obsolete 
niga. 

Komala 2 (^*T?T) — Endowed with 
tenderness, like the call of a cuckoo. [See : 
Sabda] 

Komala 3 (qdnci) — Prefix or adjective; 
e.g. — Komala-kalyana, Komala-kanara, 
Komala-gurjari, Komala-dhanyasi, etc.. 

Komala-svara (^rfacTT°R) — A svara situated 
a Sruti lower than its place of Siuddha- 
sthana (natural, actual place); Flat. 
Example: Komala 'Ri', Komala G, etc.. 
[See : Svara] 

In modern opinion, the svara which is 
inbetween two succesive Suddha-svaras 
(natural); e.g. — between S and Buddha Ri 
Komala Ri is situated. [According to some 
a svara is Komala, when it is lower by two 
suddha srutis]. According to HindusthanI 
paddhati no svara is suddha except 'S' and 
'P'; so, 'Ri', 'G', 'M', 'D', 'Ni' are cala svara 
(i.e. they have Suddha and Vikrta forms). 
These have two types of states. The Svara 
of lower state (ha ving' lower frequency) 
is called Komala. As per this opinion, 
Suddha-madhyma being lower than 
Tivra-madhyama is known as Komala 
madhyama (M). 

Komikl (^tfa^ft) — A type of Singa. A kind 
of wind instrument. [See : Vadya] 

Koyela (^t^cTT) — A type of Esraj. [See : 
Vadya] 

Koras (<*>"kiw) — Chorus, to sing together in 
unision. [See : Pascatya Sahglta (Western 
music)]. 

Kol-vadaka (<t>l?iqi<;<*) — Second player of 
Srikhol, a kind of two faced drum used in 
Kirtana (a classical type of religious 
Bengali song). 
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Kolambaka (*1<HH+)— The structure of 

vina without the strings. 
Kolattam (^TT^)— A type of South Indian 

folk dance with sticks. 
Kolahala (=hkii5ci) — The name of an ancient 

raga. 

Kolahala-Kanara C^WSeT ^rPTTT)— The 
name of an obsolete raga. 

Kolahalavrnda ( +t<r1le!el<3.<0— The Vrnda (a 
chorus performance) in which number of 
singers and players are more than those 
in normal vrnda. [See : Vrnda] 

Kosall (<*i)«eil) — The name of an obsolete 
raga. 

Kohala (<*>le<n) — The name of an ancient 
raga. A celebrated ancient musicologist. 

Kaunapayana (^t u iHiM-i) — A particular 
sadava (hexatonic) 6uddhatana (orderly 
note combination using 6 notes). 

Kaumudi ) — The name of an ancient 

raga. 

Kaul — A particular style of medieval 
North Indian song; Kaol. [See : Gita-riti] 

Kausakumari (^ijHid) — The name of a 
raga. 

Kausika (<*?IRfi<*») — The name of an obsolete 

raga- ^ 
Kausika-yukta raga-nama (^Hfi* 7PT- 

^I*T) — Raga names with prefix-Kaugika: 
Kausika-kanara, Kausika-dvani, Kausika- 
bhairava, etc.. 

KausikI (^tftrerl) — The name of a raga. 

Kausi ki-yukta raga-nama ( Hf -"3^?T TFI- 
^TPT) — Raga names with prefix KausikI : 
Kausikl-kafi, Kausikl-belavala, etc.. 

Kausi or Kausi-yukta raga nama (^fcfl or 
^faft T1WT)— Raga names with prefix 
Kausi or Kausi: Kausi-Kanara, Kausl-todl, 
^Kausi-bahar, Kausi-bhairavl, etc.. 

Kausiya (^fcrai) — The name of an obsolute 
raga 

Krama 1 (OTT)— Sucresive movement ol tin- 



svaras (notes) on either direction; Orderly. 
Arohi (ascending) or Avarohi (descen- 
ding) arrangement of murcchanas. [See : 
Murcchana]. 

Krama 2(^vq) — A type of alahkara 
(ornamentation). 

Kramarecita (sbH^ci) — A type of alahkara 
(ornamentation). 

Krama sancara (sFH TT»^H) — Arrangement 
of svaras in an orderly pattrern by 
maintaining sequence of arohana- 
avarohana in a steady manner, for alapa, 
vistara, or tana. [See : the relevant terms]. 

Kriya (HFTT) — Hand and palm gesture to 
show the division of tala. A particular 
prana (element) of tala [See : Tala] 

Kriyanga (f^TTf) — The name of a 
particular type of ancient Desl-raga, to 
express emotion. (Its use was appropriate 
in ancient Natya-glta, gitas expressing 
enthusiasm, pathos, sweetness). According 
to Karnataka system, those ragas which 
were enriched by using vivadl svara 
(irregular note) and are used in expressing 
variety to please the audience. 

Kriyapara ((VxiihO — Vocalist or singer 
eager to practice. The singer who is able 
to sing Marga and DesI Sahgita as per 
Sastras and in a faultless manner. 

Kriyasfaka (f*W4>)— Eight kinds of kriyas 
(hand and palm gestures of talas) : e.g. — 
(1) Dhruva, (2) Samya, (3) Tala, 
(4) Sannipata, (5) Avapa, (6) Niskrama, 
(7) Viksepa and, (8)Pravesaka. [First four 
are called Sasabda-kriya or sounded act 
and second four are Nihsabda-kriya or 
unsounded act)] 

According to one opinion 8 varieties of 
Matra-kriya (hand and palm gestures 
showing the beats of the tala) are also 
called Kriyastaka, e.g. — 
(1) Dhruvaka, (2) Sarpinj, (3) Krsna or 
Krsya, (4) Padmini, (5) Vis«irjit», (ft) Viksipta, 
(7) I'ataka, (K) Patita. [Se<- : Matr.i| 
A«ronling In kamataka system (South 
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Indian music system). Kriyastaka is of 2 
Varieties, — Marga and DesI or Desya. The 
above mentioned first eight Kriyas are 
Called Marga according to this opinion, 
and the seond eight matra-kriyas are 
called Desya kriya [See : Tala o Prana] 
Kriyasiddha (fSPJlftrai) — Expert in practical 
music. 

Kriyasiddha Sangita (fiFPTTfara; tf»fftD— 
Practical music : music that needs practice. 

Krunca (3p3T) — A type of vlna. 

Krusta (^' B 2) — Highest note of Vedic 
saptaka (heptad). It is equivalent of 'P (the 
5th note). 

Krodhanl (TBlvft) — The name of an obsolete 
raga. 

Krodha (sfiHTI) — The name of a sruti 

(microtone). 
Krosadvani ( sf?RT«^T) — Dhak instrument (a 

type of folk drum). 
Krauncapada Catfo^T?) — A type of 

prabandha (a classical composition). A 

kind of chanda (poetic metre). 
Klassical Sangita (classical) (^TTf^FcT 

•H^la) — Sophisticated aristocratic or raga- 

sahgita. [See : Sangita] 
Kvacit prayoga (^f^ SPit 7 !) — Scanty use 

of a svara (note) or a group of svaras in a 

raga and that also irregularly. 
Kvan (^T) — Sound of instruments like 

vlna, etc. A kind of imitative sound. 
Ksana ( $T°0 — The minutest division of time; 

1 /8 Lava; As per ancient opinion the time 

taken to pierce one lotus leaf during the 

process of piercing 100 leaves. [See : Kala] 
K?iti (f*Tf<T)— The name of a Sruti 

(microtone). 
ksipta [See : Sthaya] 

Ksudra gTta (Sptfta) — Ancient Desi-kavya 

glta: It is a Sarhklrna variety of ancient 

1'i.ibandha (classical composition), in 

which Pajjhafika chanda (.i kind of poetic 

metre) alliteradon al the final end ol 
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the lyric and use of viruda (words of praise 
used in lyric), etc. in the ahga, were 
observed. [See : Chanda, Ahga] 

It had four varieties, e.g. — 
(1) Citrakala, (2) Citrapada, (3) Dhruva- 
pada, and (4) Pahcall. 

Ksudraghantika (^rf^FT)— Small bells; 
Ghargharika; Gharghara; Each part of a 
cluster of tiny bells that are worn around 
the ankles, to produce sound jingles 
during dance performance. [See : Vadya] 

Ksudraraga (^?TFT) — The raga which has 
limited scope for expansion; Raga that is 
unsuited for alapa and vistara; the Raga, 
in which alapa or vistara is not possible 
to be done expertly or beautifully. [See : 
Alapa, Vistara] 

Ksudrantara ( 8Jsi-<k) — An interval of 
Western music is termed as antara in 
Indian terminology. In the West, 9/8, 
10/9 and 16/15 intervals exits. In Indian 
music 9/8 and 10/9 are called Brhadan- 
tara (large interval) and Madhyantara 
(medium interval) and 16/15 is called 
Ksudrantara (small interval) or 
Ardhantara. In the perspective of Sruti 
(microtone), if Ksudrantara is mentioned, 
it conveys Ardhantara and also smaller 
antara than that. 

Ksetra — The performing musician or 
his body. It is a particular term for raga, 
which is the basis for origin of gita. 

Ksetrakaku ( — A particular variety 
of Kaku. [See : Kaku] 

Ksema ( — Khem : The name of an 
obsolete raga. 

Ksona (§fat) — A particular Vedic musical 
instrument [See : Vadya] 

KsobhinI (sflftpft) — The name of a 
particular sruti. 

KHA (*) 

Khafija (^31)— The name of a particular 
ghana-vadya (idiophone instrument). 



KhanjanT (7§r~pft)— The name of a 
particular idiophnne instrument. [See : 
Vadya] 

Khanjira (oP^ki) — A type of membrano- 
phone instrument [See : Vadya] 

Khat (^) — The name of a raga. The name 
of a tala. 

Khat-yukta raga nama "f^ Tm IW) — 

Raga names with the prefix Khat: Khat- 

asavari, Khat-gurjari, Khat-gaurl, Khat- 

todT, Khat-varadl, Khat-bhairava, Khat- 

bhairavl, etc.. 
Khat Sammukha (TS^-Wtps)— Name of an 

obsolete tala. 
Khatak (^sl^O — A particular type of tana. 

[See : Taner Sahja] 
Khatka (04*1) — A particular mudra (hand 

pose/symbol) of dance. A kind of tana 

[See : Taner Sahja] 
Khatkamukha ( <a<^>iyg) — A particular 

dance mudra [See : Mudraj 
Khattala (W^Tra)— Particular type of 

idiophone instrument [See : Vadya]. 
Khatka C§T^FI)— (Hi. Khatka=doubt, 

anxiety, jolt etc.). A type of alahkara. A 

type of gamaka. A type of tana. [See : 

Suddha-alahkara, gamaka, Taner Sahja] 
Khadaj (^^) — Corrupt word of Sadja 

(tonic), 'S' svara. Khadaj-mandar string of 

Rabab instrument. 
Khadaj-mandar (T^S^-t^)— 'S' svara of 

Mandra or udara saptaka (lower octave). 

The string of stringed instruments, tuned 

in 'S' of Udara (lower octave) : e.g. Bin, 

Tanpura. 

Khartda ( <a u s) — Vidari portion. Pada- 
division; Pada. (Stanza of a lyric) [See : 
Vidari]. 

Khanda jati ^ifn) — A particular jati 

of a Karnataka (South Indian) tala, where 
the duration of laghu-matra [I] is the same 
as littering 4 letters. 

Khanda meru ( <'i'"^«>) — To ascertain the 



number of tana prastara (specific way ol 
forming tanas) or varna, a chart or circle 
or mathematical devise that is used. [See : 
Prastara] 

Khanda prastara (W*Z VSm) — Particular 
tala-prastara of Karnataka System (South 
Indian music system). 

Kandika ( <df".s*i ) — Those parts with which 
a complete item is formed. 

Khattala ( <a viici ) — A type of idiophone 
instrument [See : Vadya] 

Khanaka (Ta*^) — (Hi. Khanak=Jhin jhin 
sound in a stringed instrument. The sound 
that is produced at the end of krntana (an 
embellishment) or when the hand is lifted 
after giving a thrust on the string. The 
small thrust of tune before simple gamaka 
in Thumri. [See : Krntana, Gamaka, etc.] 

Kham (?3H) — Momentary pause of tune. 

Khamaka (<sih<*>) — A particular type of 
stringed instrument; Anandalaharl. A 
particular type of ghana vadya (idiophone 
instrument). [See : Vadya] 

Khamac, Khamaj (T3*?H, T&m)— The name 
of a raga; Khambaja; Khambaja. The name 
of a particular Thata (Sub-scale) 
introduced by Pandit Bhatkhande. 

Khambaiti (telMl^dl)— The name of an 
obsolete raga. 

Khambaja (<3^m) — Khambaja raga/thata 
(sub-scale). [ See : Khamac] 

KhambavatI (o^iqdl) — The name of a 
raga; KhambavatI. 

Khammaja («»-hm) — Khambaja raga/thata 
(sub-scale). [ See : Khamac] 

Khayra (*a<H<i) — A particular type of tala. 

Khayal ("a^TcT)— [A. Khayal=aristocratic, 
imagination, respect, honour]. Particular 
style of glti. Particular tala. (In Bengali 
Kheyal, Khyal) [See : Kheyal] 

Kharatala (<g<ciid) — A particular type oi 
ghana vadya (idiophone instrument). 

Kharali ( nr< \\ ) l h,- black plaster applied 



on the hide covered lace or chavani o! 

membranophone Instrument varieties; 

Khiran; Gab. 
Kharaharapriya (UWftw)— No. 22 Mela- 

kartfE {DaiEnt scale) of Karnataka (South 

Indian) system. 
Kharpara — Khol; Earthen or wooden 

hollow pot or vessel, 
khasita (oftm) — A type of gamaka. [See : 

Gamaka] 

Khado (Tarst) — Corrupt form of Sadava 
(hexatonic) or khadava. 

Khadava (T3T53) — Sadava (hexatonic); with 
six-svaras; e.g. — Khadava-jati, Khadava- 
tana, etc.. In case of raga-name, it is also 
used as a prefix; e.g. — Khadava-dhann- 
yasl. 

Khadava-odava (731^-3^5^)— Sadava- 
ouduva; with six svaras in arohana (ascen- 
ding order) and five svaras in avarohana 
(descending order) in jati or raga. 

Khadava-khadava (ms^-"QT5ct) — Sadava- 
sadava; with six svaras both ways, 
ascendance and descendance. 

Khadava-sampurana(wrs^ ■H 4 -t5"i ) — 
Sadava-sampurna. Six svaras in arohana 
(ascending) and seven svaras in 
avarohana (descending). 

khandarvani ( <ai"si< wtf )— Khandar ban; 
A particular style of singing Dhrupada. 
[See : Ban and Ban!]. 

Khataka (<9ici*) — A particular type of 
Chut, (an ornamentation) [See : Chut 
i inei Sahja] 

Khad (791^)— Mandra saptaka or udara. 
(lower heptad) Lowest heptad of Indian 
music. 

Khldu — Corrupt form of sadava 

(hexatonic) or khadava. 

K li.inapuri (fclWI^fl) — (A. Khana=home) To 
l ill up the empty space of home; Khana 
bharna; to maintain continuity, by 
applying bols (syllables) of tala or svaras 



of gana (song) as additional pieces; to 
arrange afresh the applied fhekS (the 
frame of a tala with rigid syllables) or 
orderly arrangement of svaras. 

Khandan (<ai«;inj) — Aristocratic heritage in 
the field of music. 

Khambaja (<sii*^m) — The name of a raga. 
Khamaj. 

Khambaja thata (GIHM HIS) — One of the 
1 0 thatas, Khamac thata was introduced 
by Pandit Bhatkhande. [See : Thata] 

Khambavati (yiHNdl)— The name of an 
obsolete raga. 

Kharcaka (WT^^)— Khataka (an 
ornamentation); Praksepa; to come down 
from an upper note to a note down ward, 
in fast speed. [See : Chut] 

Khal (WHrO — The hide covering of a 
membranophone instrument. 

Khali (T3Tf5T) — Flk; Kala; the stress-less part 
or division of tala. 

Khali-bhari (TI#roft) — Creation of beauty 
by exhibiting and not exhibiting tali 
(stressed beat) and khali (stress-less beat) 
of Hindusthani talas. 

Khas tana ( <3T^ cfH) — An orderly arrange- 
ment of svaras, acquainting a raga. 

Khahul («=ii§<n) — A particular variety of 
voice quality [See : Sabda] 

Khiran (Rsh 0 !) — Kharali; Gav; paste for 
membranophone instruments. [See : 
Kharali] 

KhuralT C*§T#)-—To practise playing flute. 

Khull (Tgcfl) — Open sound of membra- 
nophone instrument; the sound that is 
created after hitting and then immediately 
taking the hand off. In common language 
open sound ('tieft ST^R). Free or open 
striking. 

Khull-mudi (^#^f^) — Use of sound, 
sometimes open, sometimes suppressed. 
Variety of open and suppressed type of 
strokes in membranophone instruments. 



Khuli ('■(■■it) kliol (.1 two faced drum) 
player; Mrdahga player of Bengal's 
Kirtana form of song. 

Khuti (Tffe)— Khonti. (Peg). 

Kheud (%?f) — A particular type of Bengali 
folk song, in which obscence/vulgar 
language is used; a particular type of folk 
music composed of vulgar language and 
theme, presented with a mixture of song 
and verses. 

Khedu Kheud. [See : Kheud] 

Kheti (T^fa) — The name of an obsolete tala. 

Khem (^R) — The name of a raga. 

Khemta 1 (^fa3f) — The name of a tala. 

Khemta 2 (7§faei) — A particular style of 
dance of the professional dancers. 

Khemta wall (^STfalcft, ^mMlcrfl)— Those 
women whose profession is to dance a 
particular type of light dance. 

Kheyal (<shici) — Bengali pronunciation of 
the word Khayal. It is a particular style of 
music. Kheyal, meaning Khayal, implies 
a high class aristocratic or classical type 
of glta-bandha (composition). The usage 
of the term Khayal is significant because 
in it considerable application of imagi- 
native compositions in vistara (expansion) 
are done. Although there is some simi- 
larity with the characteristics of ancient 
Salaga-suda prabandha (classical 
composition) type of Rasaka, Ekatali and 
Kuntala gita under Dhruva, and also 
likeness in the pronunciation of names as 
Kaivada, Kaivala gita, Khayal is a separate 
style of giti (song) on its own merit. 
Although there is no unanimity in the 
theory of its originator, after considering 
different historical theories, Amir Khu- 
srau (1253-1325 A.D.), the famous inte- 
llectual of Alauddin Khalji's court, is 
considered to be the innovator of Khayal 
paddhati (Khayal style of classical song). 
Amir Khusrau is acknowledged in the 
history of literature as the originator of 
Brjabhasa; i.e. Brajabhasa literature and, 



though there is n<> Khayal composition 
written by him in vogue, there are compo- 
sitions similar to Khayal available in his 
lyrics. Khayal is of three types: (1) Kavvali 
Khayal introduced by Amir Khusrau, 
sung by Kavvals-a community of Muslim 
singers; (2) Buddha Khayal polished by 
Husein Shah Sharki; (3) Kalavanti Khayal 
innovated by Sadarahgby mixing specia- 
lities of Dhrupada (a classical form) and 
Bin (a classical stringed instrument). [See : 
Gitl-riti] 

Kheyal-nama,-numa ((sHKn-iHi,.^) — Gita 

(song), in slow tempo in Khayal style 

(Tarana, Tilana). 
Kheyaler ban! (teMlcrU wft) — Ban! or Ban 

of Khayal, Different styles of Khayal 

singing [See : Ban! & Ban] 
Kheli (life) — Gana (song) 
Khokhar (<s)<sk) — The name of an obsolete 

raga. 

Khopak (<alH<*>) — Correction of irregu- 
larities of raga and tala. 

Khordak ( oli^) — A type of membrano- 
phone instrument. [See : Vadya]. 

Khol 1 (WleT)— Tumba; (belly/drum) 
Kharpar (hollowed sound box). 

Khol 2 (T3fa)— Srikhol; Mardal; Mrdahga; 
The Membranophone instrument, that 
maintains tala of Bengal's Kirtana form of 
songs [See : Vadya] 

Khoc (Hi. Kh5cl =one entering 

another) Kan; Sparsa; Bhusika. Touch of 
another raga. A piece of composition 
depicting speciality of a raga. 

Khoti (T§ffe)— Kilaka; Kan. Piece of wood 
etc., suitable for binding string and is 
attached or tied to the string-instrument. 
Peg. 

Khyal (T§9TcT)— Khayal style of giti. [See : 
Kheyal] 

GA (H) 

Ga CH) — Abridged letter implying the word 
guru; Two m.Ur.i. Shortened form of 



( i.uulh.ir.i svara hurl name ol Suddha- 
gandhara of Karruitaka system, used in 
framing 72 melas. 
(..tod Ctt^S) — Due to differences in 
1 1 r< mounciation of the word gaud, experts 
have prescribed methods to interpret 
variation of raga related to the same, e.g. — 
( i.uid-mallar Gaod-malhar, Gaud-giri, 
Gaod-giri. 

t ..inga-taranginl ( 'ltfld<ftf )— The name of 

.m obsolete raga. The name of a tala. 
Gahga-trivenl(TfTftM)— The name of an 

obsolete raga. 
Gaj — [P. Gaj=stick] Chad, Dhanu 

(Bow of instruments). 
Gaja (T^T) — The name of an obsolete tala. 
Gajakranta ('msw^) — A particular type of 

Sadava Suddha tana (Hexatonic orderly 

note combination). [See : Tana] 
Gajagati (<i*i'iia) — A particular type of 

chanda (poetic metre). 
Gajacchaya ('ww) — A particular type of 

Ouduva Suddha tana, (pentatonic orderly 

note combination). [See : Tana] 
Gajara (T^RT) — Pagdi; the perimeter of the 

covering of membranophone instrument; 

Kundall. 

Gajal ('mci) — (A. Gazal=love song, lyrical 
poen\) A type of North Indian lightsong. 

GajalTla (<i*icflcni) — The name of a tala. The 
name of a particular Prabandha (classical 
composition) 

Ganjala ('i^icn) — The name of a tala, used 
in Bengali Kirtana. 

Gatta ( 7 I?T) — In membranophone instru- 
ments, the wooden bullet shaped pieces 
used under the leather strips (Chot), 
attached to the drum. 

Gad Khemta (M^H-dl)— The name of a tala. 

GadanhatT ( 'I^M^Idl )— Gaderhati;a parti- 
cular style of Bengali Kirtana song [See : 
GaderhatT] 

Gad.-rhatl ( il^eiil)— The style of Kirtana 



thai was Introdw ed In the distrh i ol 
Gaderhat in Bengal and is known as 
Garanhati. [See : Giti-riti] 

Gana i 1 ^) — Collection/assemblage/ 
group. Different arrangements of a group 
of aksaras (letters) of chandas (chanda is 
created by Varna (letter) and matra). [See : 
Chanda, Varna, Matra] 

Gana-prakara ( 7 M3RiR) — Normally of two 
types — 

1. Varnagana and 2. Matragana. 

1. Varnagana means chandavaicitrya 
(variety of chanda) according to laghu- 
guru (short, long) utterance of three 
aksaras (letters). 

This is of 8 types — 

(a) Ja-gana— Gana created by two laghu 
varnas (letters) on two sides and guru- 
varna in the centre ( w-w ) e.g. — Mahesa. 

(b) Ta-gana — Gana created by 3rd laghu 
varna placed after two guru varnas; e.g. — 
Devesa. ( — w). 

(c) Na-gana — Gana created by three laghu 
varnas w w) e.g. — Vijaya. 

(d) Bha-gana — Gana created by one guru 
varna followed by two laghu varnas 
( -w e.g. — Asana. 

(e) Ma-gana — Gana created by three guru 
varnas ( ) ; e.g. — Desakhya. 

(f) Ya-gana — One laghu varna, followed by 
two guru varnas (w - -) e.g. — Bhavanl. 

(g) Ra-gana — Gana created by two guru 
varnas on two sides and laghu varna in 
the centre ( -w- ) e.g. — Malavi. 

(h) Sa-gana — Gana created by two laghu 
varnas followed by one guru varna 

e.g.— Lalita. 

2. Matra-gana implies different number of 
guru matra or combination of guru and 
laghu matra (beats) creating variety of 
chanda (rhythm): These are 5 kinds,- 

(a) Ca-gana — Gana created by two guru 
matra; e.g. 2+2 [Ancient sign S S ] 

(b) Cha-gana — Gana created by three guru 



M.itr.is, e.g. >t2\2 [ Aiuient si^n SSS | 

(c) Ta-gana — Gana created by one guru 
and one laghu matra; e.g. — 2+1. [Ancient 
sign — S 1] 

(d) Da-gana — Gana created by one guru 
matra; e.g. — 2. [Ancient sign-S] 

(e) Pa-gana — Gana created by two guru 
and one laghu matra; e.g. — 2+2+1. 
[Ancient sign-S S 1] 

In matra-gana, applying guru and laghu 
matras, chandas such as Dvivarnachanda, 
Trivarna-chanda and Caturvarna chanda 
i.e., by creating more chandas of two, three 
and four aksaras three more matra ganas 
are available. Names of these are — 

1. Atyukta or Rati-gana, 2. Madhyabhava or 
Kama-gana, 3. Pratistha or Bana-gana. 

1. Rati-gana — Matra-gana composed of two 
varnas; e.g.— 2, 2 I 1,2 I 2,1 I 1,1 I. 
[Ancient sign- SS I 1 S I S 1 I 1 1 I ]. 

2. Kama-gana — Matra-gana composed of 
three varnas; e.g.— 2, 2, 2 I 1, 2, 2 I 
2, 1, 2 1 1, 1, 2 I 2, 2,1 I 1, 2, 1 I 2,1,1 1 
1, 1, 1 I. [Ancient sign— S S S I I S S I 
SISI IIS I SSI I ISI I SII I III]. 

3. Bana-gana — Matra-gana composed of four 
varnas; e.g.— 2, 2, 2, 2 I 1,2,2,2 I 2,1,2, 
2 I 1,1,2,2 I 2,2,1,2 I 1,2,1,2 I 2,1, 
1,2 I 1,1,1,2 I 2,2,2,1 I 1,2,2,1 I 
2,1,2,1 I 1,1,2,1 I 2,2,1,1 I 1,2,1, 
1 I 2,1, 1,1 I 1,1,1,1 I [Ancient 
sign— SSSS I ISSS I SISS I IISS I 

ssis I isis I sns I ins I sssii 

ISSI I SISI I 1 1 SI I SSII I I S 1 1 1 

s 1 1 1 i mil. 

Gana-glti (wftfcT) — A particular type of 
Vedic song. Many people singing 
together. 

Gana-Sanglta ( TW^ffaT ) — From Marxist 
point of view, it is the song of the 
proletariat or the penniless down trodden; 
the theme of these songs are-freedom from 
slavery of capitalism and victory of the 
proletariat over bourgeois; 

Ganesa (*M?T) — The name of a tala. 



Ganaila CnV-11) -Ap.irticul.il variety of l'l.i 
prahandha (ancient classical composition) 
[See : Prabandha] 

Gandakl (<i"s*l) — The name of an obsolete 
tala. 

Gat C 7 !^)— [GIti-gata]— Playing of 
nibaddha, i.e. composition, bound by tala, 
pada, etc., by string and wind instruments; 
the act of playing nirgita, i.e. dry, lyric less 
composition with tala and tuk (stanza) by 
string and wind instruments. In ancient 
times, string instruments etc. used to be 
under the influence of glti (song) and 
hence, followed the characteristics of vocal 
song and expressed itself through Sargam 
or da, ra, etc.; later on, playing nirgita 
having become more important, it 
developed its own style, and the act of 
playing has come to be known as gat. 
Probably, there is some connection with 
Gita-gata's 'gat' or glta of nirgita, in 
naming gat. 

The act of playing by demonstrating tala- 
laya-chanda [Trigata], after the style of 
vocal song, by membranophone instru- 
ments; movements, full of chanda, in 
which the bols or syllables are composed 
of uneven varnas (letters) and are different 
from the varnas of theka (normal compo- 
sition of any tala). 

On idiophone instruments gana type of 
composition is played. [Gat is played on 
Jaltarahg type of instruments]. (Instru- 
ments like Kamsya-tala etc. are used for 
maintaining tala, but it will perheps not 
be erroneous to call clever expression of 
chandas by these instrument as Gat). 

Varieties of poses of Kathak dance 
expressing emotions through glta are 
guided by dance movements [Nartana- 
gati means Javatva (fast movement) and 
Sthirata (stability, steadiness), which are 
applied judiciously, to express inner 
emotions. Probably from the word 'Gati', 
the word 'gat' of Kathak-nrtta has 
originated.] 

(Relation between gat of membranophone 



instruments and 'gat' of trigata is not close, 
I ail even then, chances of the second one 
originating from the first one is quite 
possible). 

( ..it i r-prakara C 7 !^^ MIT) — Varieties of 
'gat'. Different types of 'gats' are played 
OH Bitar type of string instruments which 
.ire capable of playing gats, and these are 
I ailed, varieties of 'gat'. Gat is generally 
oi -1 varieties; e.g. — 
( I ) Amirkhani, (2) Firozkhani, (3) Masid- 
khani, (4) RazakhanI [Apart from these, 
one variety of gat called Pachao of Senl- 
gharana is also available]. 

Gatkari ('iq*i<l) — To play gat; To play gats 
on sitar etc. elaborately and beautifully. 
In solo percussion performance, there are 
various gats. 

Gat-toda (tr^)— Playing pieces, which 
are bound by tala and tuk and also 
application of tanas in fast movement on 
string and wind instruments, such as sitar, 
flute, etc. 

Gat-paran (T^ T TTT) — Calan (movement, 
style). Guthao-bol of Pakhavaj. Long bols 
(syllables) composed of many simple and 
complicated compositions, arranged in an 
orderly manner, played on tabla type of 
membranophone instruments. [See : 
Guthao] 

Gata 1 ( T RT) — Aroha (ascendance). 

Gata 2 ( T T?t) — Character of instruments; 
ancient style of playing an instrument, 
following glta/vocal style. This used to be 
of three kinds; e.g. — (1) Tatva, (2) 
Anugata, and (3) Ogha [See : Trigata] 

Gati 1 ( t tRt) — To express the matras as 
single units jointly or in divided manner, 
keeping laya (tempo) unchanged; e.g. — 
1+1+1+1=4 matras (beats) either in this 
manner, or 2+2=4, or 1/2+1/2+1/2+1/2 
+1 /2+l/2+l/2+l/2=4, etc., expressed in 
these various manners. Gati of laya 
(movement of tempo) are of many kinds; 



e.g. — (1) Sama or Barabar i.e., equal/exact. 
Parimana or mana, i.e. — measure or value 
of each matra remains unchanged 
throughout; the unchanged state of gati 
of each matra of the laya, in which tala 
commences. [When 80 matras are uttered 
in one minute, this style of utterance is 
considered as 'Sthir' state i.e., steady state.] 

(2) Ardha gati — Expression of 16 matras of 
laya in 8 matras. 

(3) Ardhardha gati — Expression of 16 matras 
of laya in 4 matras. [If Barabar laya is 
taken as madhya laya (normal laya), 
then (2) and (3) would be vilamvita 
(slow) and kakapada or ati-vilamvita 
(very slow) respectively. (Madhya= 
medium, Vilamvita=slow, Kakapada= 
extra-slow)] 

(4) Adi — Expression of 16 matras of laya in 
12 matras. 

(5) Kuadi — Expression of 16 matras of laya 
in 20 matras. As per another opinion, 
expression of 16 matras of laya in 7, 9 Oi 
28 matras. According to players, in 
Kuadi, Barabar gati is sometimes mixed 
with double, sometimes with three 
times and four times gatis. 

(6) Dcdi — Expression of 16 matras of laya 
in 24 matras. 

(7) Biadi — Expression of 16 matras of laya 
in 28 matras. In other opinion, 
expression of 16 matras in 9, 7, or 20 
matras. Some players opine, that there 
is no difference between Biadi and 
Kuadi. [Biadi is also mentioned as 
BidadI, Badadi, Badad, BiradI, etc.]. 

(8) Dvigun or dun (double) — The expression 
of 16 matras of laya in 32 matras. 

(9) Alpat or Mahabiadl — Expression of 16 
matras of laya in 36 matras. 

(W)Par-ddi or Paradi — Expression of 16 
matras of laya in 44 matras. 

(11) Tegun — Tigun (three times) — Expre- 
ssion of 16 matras of laya in 48 matras. 
It is called Tingun and by mistake 
Tedun. 
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(12) CaugUt) (four times) — Expression of 16 
matras of laya in 64 matras. Some call it 
caudun by mistake. 

(1 3) Pardun — Expression of 16 matras of laya 
in 128 matras. Its other name is Caudun. 
Some call it Caugun. 

(14) Sulf— Expression of 16 matras of laya in 
256 matras. In another opinion, any gati 
above 8 times is Sulf gati. 

Gati 2 ( T Jfa) — Style of motion/movement in 
dance. This gati is of many kinds, e.g. — 

(1) Bhanu or Bhanavl gati, 

(2) MIna or Mainavi gati, 

(3) Gaja or GajagaminI gati, 

(4) Turahga or Tarahgini gati, 

(5) Harhsa or Harhsinl gati, 

(6) Mrga or Mrgi gati, 

(7) Khanjani or Khanjariti gati, 

(8) Mayur or Mayuri gati, 

(9) Tittiri gati 

(10) Kukkutigati, 

(11) Lavi gati. 

Gati 3 (Tf?f ) — Production of alahkara, 
gamaka, etc. from a flute for demons- 
trating variety by blowing and by finger 
movement. [See : Varhsa gati] 

Gati 4 (TfiD — Aksara-kala, speciality of 
Tala-jati of Karnataka system. [See : 
Aksara kala] 

Gatir prakrti ( "Tfrrc ^frfa) (nature of 
movement) — These are of two types; 
e.g. — (1) Javatva, (2) Sthirata. 

Gati-vrtti ('ifd^Pd) — Special style of playing 
on string-instruments. This style was 
dependant on the manner of execution of 
ancient caturvidha-giti (4 types of gtti). 
Gativrtti is of three kinds; e.g. — (1) Citra, 
(2) Vrtti, (3) Daksina. 

Gadgadita (M^ifco) — A type of gamaka. 

Gad da (T^t) — To soften; to bring down 
intensity of voice [See : Suddha alahkara]. 

Gandhaturya (T 7 *^ ) — A type of Dhakka 
(membranophone instrument). 

Gandharva 1 (T^) — The name of an 
obsolete raga. 




Gandharva 2 ( '!-*!• i I A i l.issol people who 
were expert in music; Vocalists ol 
Svargaloka, i.e., an ancient land of high 
altitude situated in northern and north- 
western Himalayas. 

Gandharva 3 (tr^) — The vocalist who is 
expert in Gandharva £astra (theory of 
music), Kriyatmaka marga sahgita 
( practical classical music of religious type) 
and composing songs. 

GandhinI (Tf^pft)— The name of an 
obsolete raga. 

Gabguki (T^TlfaO — A type of string 
instrument. 

Gavamayan ('iqiH<Mi) — A particular type of 
Sadava suddha tana (hexatonic orderly 
note combination). [See : Tana] 

Gavarhar (T^TT^H) — Gwalior-banI; A 
particular style of Dhrupada, practised 
around the vicinity of Gwalior of the 
middle ages; Govarhar, Gaudhar, Gandar- 
bani. [See : Bani] 

Gamaka 1 (Wtt) — The abhoga portion (4th 
stage) of alapa; an obsolete form of a raga. 

Gamaka 2 ( 'in* ) — (a) As per ancient 
opinion, swaying, swinging of svara. 
Temporary sliding of svara from its sruti. 
The style of temporarily slipped svara 
from its sruti, enhances beauty of a raga 
or gita. The embellishment in which svara 
slips from its sruti momentarily and then 
returns to its own place. According to this 
opinion there are 7 or 15 types of gamaka. 

During the Middle ages or Muslim era, a 
svara's up and down movement was also 
called gamaka. Attracted, touched, 
rubbed svara or svaras were also termed 
as gamaka. According to this opinion 
number of gamaka was about 80. 

Out of these, the famous ones are: — 

Agrasvasthana, Anuhati, Avagharsan.i, 
Ahati, Andolita, Asfalana, Ahata, Ahati, 
Uccata, Utksipta, Udgharsana, UU.isita, 
Kampa or Kampita, Kartarl, Kurula, 
Kevala or Kaivalya, Kha£ita, tlnmaka, 
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< .um|>liit.i, Gharsana, C.yavita, Dhalu, 
i ArAhittii "i i lttarahata,Tmpa,Tribhinna, 
Dolana, Dvirahata, Druti, Nijata, 
N.tunnya or Namita, Parata, PIda, 
I 'unaha\ asthana, Purvahata, Prakampita, 
Protlhati, Plavita or Pluti, Valli or Valita, 
' il H „i or Vikarsana, Misra or Merita, 
Mukulita, Mutteya, Mudra or Mudrita, 
Mm i (liana, Lina, Santa, Sannivista, 
Sudhalu, Sparsa, Sphalana, Sphurita, 
I lutahata, Humfita, Hurhkrta. 
■in n! the names that are corruptions have 
i ii 'I I teen included with these; these are, — 
A thita, Khadata, Turata, Nisuthana, 
Vftymi, Suthana, Sut. 

Some n.imes of gamakas are available in 

or Senla Gharana (music tradition of 

I arisen) but details of all these are not 
|\ i liable. It is said that these were in use 
lung ago. The names are, — Atharat, 
\ndahat, Andolit, Ahat, Okharsuthan, 
i )\ haresan, Kartari, Kharesan, Khadat, 
( ianpat, Tirap, Durahat, Dhal, Nimni, 
Nisuthan, Prahata, Dhruvahata, Madra, 
' ..int, Sut, Suthan and Humphita. 

["he above mentioned names most probably 
lie I he gharana-pronunciation of the 
lol lowing names: Uttarahata, Anuhati, 
Andolita, Ahata, Agrasvasthana, 
Ak.irsana, Kartari, Gharsana, ?, Gum- 
phhita, Tiripa, Dvirahata, Dhalu, 
Naimnya, ?, ?, Purvahata, Mudra, Santa, 
ut, Svasthana and Humphita. 

[Apart from these, there are three more 
i j | fs of gamakas, Kathina, Mrdu and 
$ama, which have not been mentioned 
ibove, Actually, there are no charac- 
tei i in sof gamaka in these. But still, these 
•iii' being discussed, because these can be 
brought under the category of gamaka by 
idding swing in them]. 

ih) A. cording to modern theory, single or 
mixed swaying in one to four svaras. It is 
i I mil ot embellishment or style of 
littering svara, in which the svara slips 

from it . frutl temporarily, if any other 

.v .ii.i r.alt.K heil to it in the uppci sule, 



three successive svaras can be used with 
it. In that case, the second svara is used to 
give prominence to the main svara. Even 
in gamakas consisting of three or four 
svaras, one acts as the main svara, while 
others help it to become distinctive. 

(Gamaka enriched with more than four 
svaras, helps to create gamaka-alapa, 
gamaka-joda or gamaka-tana). 

Modern gamaka-embellishment is of 5 
kinds, e.g. — Andolita, Kampita, Khatka or 
Gadgadita or Zamzama, Murki and 
Sphurita. (Some call Sphurita as Jhatka- 
gamaka and count Khatka and Murki 
gamaka under that.) 

(c) According to Karnataka system, the 
inclination of svara to slip from its place 
due to swinging or striking is called 
gamaka. At present these are of ten kinds; 
e.g. — Avarohanam, Andolitam, Aroha- 
nam, Ahatam, Kampitam, D^lu, 
Tripuscam, Pratyahatam, Murcchana and 
Sphuritam. 

Gamaka-prakara gulir Vyakhya (Descri- 
ption of the gamakas) ('IH+y+K ^fHT 
— In the ancient days string- 
instruments were used in abundance to 
demonstrate gamaka. For that reason 
almost all the ancient gamakas are 
described through string-instruments. 

(A) 

1 . Agrnsvasthiina — The act of moving to the 
previous svara and return back to 
original place in one stroke. 

2. Anuhati — The act of producing swing- 
ing towards lower notes and return to 
original place by one stroke of nail. 

3. Avagharsana — Act of rubbing towards 
lower notes. 

4. Ahati — To produce deep sound with the 
left hand movement without any stroke. 

5. Akarsana — To reach out near the next 
svara from a lower note by pulling the 
string without cessation of swinging. 

(. AndeAmx — The act of gamaka produced 
in |ust one swing. 
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7. Andolila — Swinging act of svara at the 
speed of laghu matra. 

8. Asphalana— Expression of successive 
ascendance to distant svara in one 
stroke. 

9. Ahata — The act of returning to original 
place after striking the previous svara. 

10. Ahati — The act of exhibiting another 
svara from one svara, without any 
stroke. 

11. Uccata — The act of exhibiting third svara 
from one svara by pulling the string. 

12. Utksipla — The act of gamaka produced 
by taking the finger off the string and 
striking again. 

13. Uttarahata — The gamaka kriya pro- 
duced by moving on to next svara after 
striking. [The mention of other name as 
Tarahata, is perhaps a writing error.] 

14. Udgharsana — Rubbing act towards 
upperside. [This can be extended upto 
eighth svara]. 

15. Ullasita — The act of moving into 
ascending svaras in a gradual manner. 

16. Kathina — Act of gamaka by striking 
svaras in Tara-sthana. 

17. Knmpa — Fast kampana (swinging) act of 
gamaka by striking twice very rapidly 
on two svaras. 

18. Kampita — (a) Kampa. (b) Act of gamaka 
by swinging at a speed not too fast, (c) 
Act of Kampana (swinging), spread 
over three saptakas. 

19. Kartari — Very fast and continued act of 
moving the right hand and the middle 
finger. 

20. Kurula — gamaka produced by vakra- 
svara (not straight), enriched by comp- 
licated movement with the help of 
tender and pleasing voice. 

21. Kevala, Knivalya — Act of gamaka 
produced by strokes of right hand, 
without kampana. 

22. Khasita — Fast movement of left hand 
fingers. 

23. Gamaka— Act of repeated swaying. 



24. Guntphita — [See : Humphita] 

25. Gharsana — Movement into other svaras 
even upto eight successive svaras, while 
attached to a svara. 

26. Cyavita — Act of striking with an 
outburst. 

27. Dhalu — Act of moving to a svara 
preceding or following svara with 
gharsana. 

28. Tiripa — Hand movement at the speed of 
4 times that of druta. Act of fast gamaka 
with avartana (rotation). Fast kampana. 

29. Tribhinna — Non stop movement within 
Mandra-Madhya-Tara saptakas. 

30. Dolana — Act of returning to its place in 
one stroke after nearing another svara, 
through the help of akarsana-vikarsana 
(pulling towards and outwards). 

31. Dvirahata — The act of going twice from 
one svara to another svara in one stroke. 

32. Druti — Fast act of Ghata-pata (sounded 
beat) of the right hand. 

33. Namita — Movement in the low notes. 

34. Nijata — The act of returning from the 
next svara after a stroke. 

35. Naimnya — Act of powerful strokes with 
the nails or fingers of the right hand 
towards finger board. 

36. Parata — Moving to the next svara after 
the stroke. 

37. Pida — Act of returning to the original 
svara after touching the next svara. 

38. Punah svasthana — Act of returning to its 
own place after moving to next svara, 
in one stroke. 

39. Purvahata — Act of moving to the 
preceding svara after a stroke, 

40. Prakampita — Repeated kampana 
(swinging) on one svara. 

41. Pratihati — The act of returning to its 
original place with the second stroke, 
after using kampana in the lower svara 
with a stroke. 

42. Prat y alia I a — Creating kampana on two 
svaras in one Stroke 



1 1 PUvita — Act of indolana in slow speed, 
equal to three laghu matras. 

I I Purti — Act of movement covering 8 

svaras, in one stroke. 
45. Bttlli, Bnhta — Act of swift andolana of 

svaras with varied types. 
M Vikmsa, Vikarsana — The act of pulling 

the next svara from one svara. 
i MudS, Mudra, Mudritn — Act of gentle 

indolana with the mouth shut. 
H Madia — Act of touching the next svara 

having expressed the previous svarn 

after striking the next svara. 
19 Murcchana — Act of finger movement 

with kampana over successive svaras, 

after a stroke. 
M i Mrdu — Strike one mandra-svara. 
M l.ina — Act of andolana at the speed of 

druta-matra. That stage, when, while 

moving fast from one svara to another 

svara in gradual successive manner, 

sound becomes fainter and fainter till it 

fades away. 

12 §ama — Prolonged duration of svara- 
dhvani; Dam. 

Santa — Movement from one svara to 

.mother svara by gharsana (rubbing) in 

one stroke. 
• I Sannivista — The act of passing from one 

ivara to another. 
55 Sudhalu — The act of moving to previous 

or next second or third svara, by the help 

of gharsana. 
■I i SparSa — The act of returning to its own 

place after striking and quickly tou- 

i lung the next svara. 
57. Sphalana — Throwing up of the left hand 

after striking. 
>s Sphurita — The act of playing two svaras 

Past in one stroke. To play two 
i iccessive svaras one after the other by 

one 1 fast stroke. Act of kampana at a 
I teed, three of four times that of druta. 

Movement of finger on different svaras 

with great andolana swinging. 
B9 HatShata — TO strike with hand on the 



next ■vara, immediately alter playing 9 
svara with one stroke. Immediately after 
striking the former svara, a complete 
cessation on the next svara is executed. 

60. Hutnphita — The pleasant effect with 
Hum that is produced after striking a 
svara and then moving to a lower sruti 
with increased sound intensity and then 
returning to its own place. 

61. Hwhkrta — Humphita. [See : Humphita] 

62. Mi'sra, Misrita — Many more beautiful 
gamakas that are produced by mixing 
the above mentioned varieties. (These 
are many in number). 

[Though some names of the gamakas are 
different, similarity in meaning is 
observed; again, the same gamaka has 
been seen with different meaning or 
notation in different books. Even then, 
all of them are mentioned here]. 

(B) 

1. Andolita — Slow act of swaying of a 
svara. 

2. Kampita — Fast act of swaying of a svara. 

3. Khatka — The successive svaras with 
kampana, arranged in pairs, with 
forceful/loud sound, such as — adi- 
dvitlya, dvitiya-trtiya (first-second, 
second-third), etc. with the act of 
moving with loudness. 

4. Murkl — Complicated act of swaying of 
three or four successive svaras. 

5. Sphurita — The intense swaying act 
resulting from touching the preceding 
or the following svara after leaving its 
own sruti. 

(C) 

1. Avrohaiwm — The act of swaying of the 
successive descending notes. 6 Ni D P 
MGRiS. 

2. Andolitam — Act of kampana by swaying 
one svara upto a subsequent svara and 
suddenly throwing it far with a loud 
voice. S Ri S PP, S Ri S MM. 
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3. Arnhanam — Act of swaying of the 
upward moving successive svaras. SRi 
( , M P D Ni 6. 

4. Ahatant — Arohana of the orderly 
arrangement of two svaras, in a succe- 
ssive manner e.g — SRi, Ri G, G M 

5. Kampitam — Fast act of kampana of one 
svara. GGGG, MMMM 

(■>. Dalu — Movement to svarantara in a 
successive manner keeping one svara 
[See : Svarantara] steady. SP SM SG ... . 

7. Tripuscnm — To utter the successive 
svaras three times. SSS RiRiRi 

H. Prntyahatam — Descending in an orderly 
manner with two consecutive svaras 
taken at a time, S Ni, Ni D etc. 

9. Murcchana — Gradual ascendance of 
seven svaras with swaying. According 
to other opinion, ascendance or 
descendance of eight svaras with dolana 
(swaying) SRiGMPDNi RiGMPDNiS ... 
or SRiGMPDNiS SNiDPMGRiS. 

10. Sphuritam — Doubling of the successive 
svaras. SS RiRi GG ... . 

Gamaka SrenI (TT37 sfaft) — Two in Karna- 
taka, e.g.— (1) Rav, (2) Jaru. 

(1) Kxample of Rav gamaka — Sphurita, 
Tripusca. [See : Gamaka] 

(2) Example of Jaru gamaka — Kampita, 
Ullasita, Humpita, Andolita, Vali, Lina. 
Others are Misra (mixed) gamaka. 

Gamanakriya ( 'ih-iUVi-h ) — Name of an 

obsolete raga. 
Gamanapriya (TTRfgT) — Name of a 

particular mela of Karnataka system. 
Gamanasrama — Mela no. 53. of 

Karnataka melas. 
Gambhira tana (T"TT cTH) — Particular 

variety of Karnataka tana. 
Gambhira-yukta raga-nama ( T^TT-TJ^RT 

TfT-TR) — Raga names with prefix 

Gambhira: Gambhira-nata; Gambhlra- 

basant, etc.. 
Gambhira (T^TTO) — Name of a particular 

folk-song and folk-dance 



Garva Ckti) — Name ol .i particular giti ol 

Gujarat. A particular type of dance. 
Garri Cn\Tt) — Ghata-nrtya. Name of an 

obsolete tala. 
Garuda (T?f ) — Name of an obsolete tala. 
Garudadhvani (T^5K3rfT) — Name of an 

obsolete raga. 
Garurduhkhergana (T^T^^TR) — Name 

of a particular folk music. 
Gargar (TTT) — Name of a particular Vedic 

vadya. 

Gardan (T^T) — The portion of violin 

(Behala) where pegs are attached. 
Gala ( 7 FrTT) — Voice. 

Galadhara (TeTT«TU) — (gala-basa, gala- 

bhahga) Hoarseness of voice. To have 

distortion in voice. 
Ga (TO — Gandhara-svara; Third svara of 

Indian saptaka (heptad). 
Ga-grama (TT-TTT) — Gandhara-grama, an 

ancient Indian musical scale which was 

never used in practical music. 
Ga murcchana (TT-T^W'ii ) — The svara 

murcchana (ascending and descending 

order of notes) that commences from 

Gandhara (3rd note of the heptad) [See : 

Murcchana] 
Gaon, Gaon, Gaona (Tiar^, Tisrt^, TT3?R0 — 

Colloquial version of the word gana 

(song). 

Gain, Gayen (W, TIT^T) — Gayan (singer). 
Gayaka (singer). The main singer of music 
groups of Ramayana, etc. [The colloquial 
word for gayan-meaning-a singer] 

Gaiyye (TTfT) — Gayaka (singer) [See : 
Gayaka] 

Gaodi (TT3T^) — A Hindusthani raga. 
Gach (TTt5) — The real portion of Bengali 

Kirtana song. 
Gacher Sakha-prash.ikha ( TT^T 711^11 

TITmar) — Akhar, Katan, I'arkatan, etc. 

branches of Bengali Kirtana. 

( ;.»j.in ( Ml A \ ) N.iincd! ,i brng.ili lolk son)-, 
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Gi|irgana (TPfa ^TR)— Name G f a Bengali 
1 1 ilk song. 

( iidlcakkai ( 'iif s-cc^s) — Two long wooden 
ple< es on two sides of fingerboard of Vina 
(a stringed instrument), over which layer 
< .1 wax is applied. The ends of the frets of 
vlnS .lie fixed in the layers of wax. 

<..ulha (TP?) — Full voice with natural 
loudness [See : ^abda-guna] 

Gita ( 7 TTcTT) — Gayaka. [See : Gayaka] 

< ..ilradandl ('11*^1)— Imitating tanas (fast 
movement of notes) fit for Karnataka vina, 
South Indian stringed instrument, by 
vocal performance with nom torn 
syllables. 

Gatravarna ('m^rapn') — A kind of 
embellishment [See : Alahkara] 

(iatravina ('ii^oil u ii) — Sarlra vina (notes 
established on fingers of right hand); Act 
of singing while indicating signs by 
fingers of right hand. Voice of the singer. 

Gathaka (1T«W) — Gayaka. [See : Gayaka] 

C ..itha 1 ( 7 TT«r) — Particular codified mantras 
of vedic era expressed in gana. Gana of 
festivities. A couplet chanted with Vedic 
notes. 

Gatha 2 ( 7 TTS?T) — The name of a particular 
prabandha (ancient classical composi- 
tion). 

Gatha 3 (ttt*-TT)— Songs of the Caranas 

(singer class who sing in praise of the 

king); Song sung in praise. 
Gathika lCTTf*?^)) — Vedic songs; Songs 

C< insisting of two Vedic svaras. 
Githika 2 (fTTf^) — Combination of two 

Vedic svaras. 
(..ma 1 ("HP!) — The common name of 

Sfimagana of Vedic era. Common name 

nl the vocal music rendered by the Vedic 

musicians. [See : Sahgita] 
< . .ma 2 (TH) — Ancient name of ( iandharva 

Kita. 



Gana 3 CTR)— DeSI gita (regional classical 
songs) of Historical age. 

Gana 4 (TH) — Tuneful rendering through 
voice. Combination of lyric and tune. (At 
the time during Vedic and ancient era, 
what used to be recitation, was considered 
as Pathya (recitative), because of the 
application of high and low pitch of voice. 
Gradually the pathya became recognised 
as geya (which is sung) because of change 
of style in use of voice. Though Gai' (^) 
meant 'sound', it was being vised as 'tune' 
during that time. For that reason, the word 
or term Gana was innovated to indicate 
the combined mode of the two, i.e., Pathya 
or language and Geya or tune. 

Gana rtu ( 'ii-i^tq,) — A particular Rtu 
(season) for singing a particular raga. The 
discussion about the practice or guidance, 
of rendering a particular raga during 
particular season. [See : Raga] 

Gana-krama ( 'ii-ishH) — The chronological 
method of rendering gitabandha, etc.. 

Gana-kala ( 'n-i*ici) — Ganabela, gana- 
samaya, meaning time of singing. [See : 
Raga] ^ 

Gana-kriya ('ii-iTsM!) — Gana is the act of 
vistara (expansion) of raga. [While pre- 
senting a raga elaborately the common 
arrangement of svaras or cluster of svaras 
put together is called gana-kriya or varna. 
Here gana means raga. In classical Desi 
Sahgita (regional classical music), the 
custom of calling a gana without lyric as 
raga, was prevalent]. 

Gandharva 1 ( T n-^)— Music of the 
Gandharvas (ancient musician class). 
Sacred music which was regulated by 
ancient laws of the 6astras (musical 
science), form of which could not be 
changed and used to be learnt under 
Guru-Sisya parampara (teacher-pupil 
tradition). 

Gandharva 2 ( T n- K m)— Ancient music 



Saiigiti Sabda Kohi 



subsequent to Vedic music. Pauranic 
name, for the combination of gita, vadya 
and tala or sahglta (dramatic). Ancient 
natya or marga sahglta (music of the 
drama with rigid rules), built up with the 
combination of svara, tala and pada, 
which used to be presented with vocal gita 
with the help of instrumental music. 

Gandharva 3 (*IF*?3)— The musician, who 
knows both Marga (ancient music with 
rigid rules) and DesT gita (regional 
classical song) [See : Gayaka]. 

Gandharva-Veda (W-*tt #0— Particular 
subsidiary of Vedas, dealing with music. 
Fifth Veda concerned with musical rules. 

Gandhara (TFsnT)— "Ga". Third svara of 
saptaka (heptad). 

Gandhara-grama (^IT^mum) — An ancient 
Indian musical scale with 'G' as tonic, 
[See : Grama]. 

Gandhara-pancama (TF*TTC-M»-em) — The 
name of a particular ancient Indian grama 
raga. Particular janaka (root) Bhasa-raga. 

Gandhara-pancaml (t^RTR-T^)— The 
name of a particular vikrta jati [See : Jati] 

Gandharl ( TT-tTRt ) — The name of an 
obsolete raga. 

Gandhari-yukta-raga nama (TTFSrTTt 
<i»mih) — Names of ragas with the prefix 
Gandhari : Gandharl-todi, Gandharl- 
pancama, etc.. 

Gandhara-kapala (nr»m'^ t IT?I) — A variety 
of ancient Kapalagiti (mystic songs). 

Gandharodicyava ( ^TTTt^raT ) — The 
name of a vikrta-jati. [See : Jati] 

Gab (TH) — The black portion on the hide- 
covering (W=ITt) of tabla-class of 
instruments; Syahi. Khiran. 

Gabgubagub ('ii'M'j^i'^) — The name of a 
particular string instrument keeping 
rhythm [See : Vad ya | 

GambhTrT Cn»*<Wt)— Th« name of an 
obsolete raga 



Gayaka ( TWF) — One who is an expert in 
practical vocal music. Who practises vocal 
styles. Commonly, any person engaged in 
vocal music is called a gayaka. According 
to this meaning, there are many kinds of 
gayakas; e.g. — 

(a) Ancient varieties — 

(1) Vaggeyakara, (2) Gandharva, (3) 
Svaradi, (4) Padadi, (5) Gayan. 

(1) Vaggeyakara — A lyricist, composer and 
singer, all in one [See : Vaggeyakara]. 

(2) Gandharva — Singer of Marga and Desi 
gita. 

(3) Svaradi — Singer of Marga-gita (ancient 
Indian music with rigid rules). [See : 
Marga-gita] 

(4) Padadi — Singer of Desl-gita (regional 
classical songs) 

(5) Gayan — [See : Gayan] 

(b) Varieties during Muslim Era — 

(1) Gayaka, (2) Guru, (3) Nayaka, 
(4) Gandharva. 

(1) Gayaka — One who is expert only in 
practical music. 

(2) Gunl — Highly qualified in practical 
music and endowed with natural 
expertise in gita. 

(3) Nayaka — Expert in practical and 
theoretical music and a musician of 
Marga and DesT Sahglta, and a 
composer. 

(4) Gandharva — Scholar and an expert in 
Marga sahglta but inexperienced in Desi 
sahglta. They were composers also. 

GayakI ( 'in*! )— The particular style of 
singing of a singer or of a singer-ghaiana. 

[GayakI is born out of kaku or style of 
utterance, speciality in sthaya (phrases 
which express the characteristics) or 
svara-vinyasa (note combination) 
characteristics of voice throw, use of 
correct alahkara (ornamentation) suited 
for bhava (mood), dam, kham, pravalata 
(loudness), durvalata (softness), prasvana 
(accents) and pause at the right place or 

continuity, [Sm I >."". Kham] 
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< iv.iiid 1 ( 7 TT 7 H) — Singer, who is expert in 
tunc md glta, possesses a pleasant voice, 
knowledgeable in mukha-cala, proficient 
in Desi and Jati-raga, experienced in the 
subject of Prabandha, has a voice that 
reaches three sthanas, is an expert in using 
the art of voice culture and is proficient in 
the practical side of singing. 

(a) Gayana-gosthl (group of singers) — 

(1) Uttama — Endowed with all the good 
qualities. 

(2) Modhyama — Who donot possess all the 
good qualities. 

(3) Adliama — Who have some faults. 

(b) Gayana bheda (Type of singers) — Five 
types, e.g.— 

(1) Siksakara — Who can become an expert 
by learning many subjects at the same 
time. 

(2) Anukara — Who is very clever in 
imitating others' styles. 

(3) Rasika — Who can imbibe rasa in song 
and enjoy fully the rasa of others' songs. 

(4) Ranjaka — Who has the ability to allure 
the audience. 

Bhabuka — Who has the ability to read 
the mind of the audience a nd sing accor- 
dingly; who has a mind rich with bhava 
to make even a dry subject intere-sling. 

(c) Gayana-Srem (class of singer) — Six 
types, e.g.— 

(\) Alapti-gayana — One who is able to 
express alapti (ancient alapa)-portion 
more beautifully than the gana (musical 
composition). 

(2) Rupaka-gayana — One who is able to 
express gana more beautifully than 
alapti. 

( i) Caupafa — One who is able to present 
effortlessly Buddha and Chayalaga 
nibaddha-gita (tala bound compo- 
sition), along with alapti. 

I I) BitUla — One who, due to inborn 
qualities, is able to exhibit styles of 
different countries effortessly, during 
presentation of gana. 



(5) Vilmiulha — One who is capable of 
displaying different skills of voice 
modulation. 

(6) Misra — One who is expert in using 
influence and likeness of other ragas in 
a raga faultlessly. 

(d) Gayana, varieties, as per number — 

(1) Ekala — One who sings alone. Solo. 

(2) Yamala — One who sings, taking some 
one with him. 

(3) Vrnda — One who sings with vrnda, 
meaning, many singers and instru- 
mentalists. 

Gayana 2 (TFR) — Now a days, according 
to many in North India, gayana means 
gana. In Karnataka system, by 'gayanam' 
it is meant, gana, or to teach gana. 

Gayana-guna ( T tFR- T pi') Qualities of 
singer — A superior singer possesses many 
attributes; these attributes, used as 
adjectives, are called gayana-guna. The 
following are examples of those who 
possess those attributes. If a gayana is 
uttama, (very good) the attributes that 
would adorn him, are enlisted below: 

(A) 

(1) HrdyaSabda — With sweet voice. 

(2) Susarira — Ability to depict raga through 
natural instinct. 

(3) Gralw-moksa-vkaksana — One who posse- 
sses definite and fine knowledge about 
the svaras from which the gana will start 
and conclude, and in what manner. 

(4) Raga-ragangadi-kovid — One who is 
experienced about the usage of Jati- 
ragas and Desi-ragas [Ragariga, Bha- 
sahga, Kriyahga, Upahga, ragas] 

(5) Prabandliagana-nisnata — One who is 
learned in the subject of Nibaddha-gita 
(tala bound compositions). 

(6) Vividha-alapti-tatvnvit — One who is 
closely acquainted with the theories of 
all kinds of alapti. [See : Alapti] 

(7) One who can perform gamakas of all 
varieties and of all sthanas, effortlessly. 

(8) Ayattdkan\ha — One who is capable of 
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manoeuvering his voice according to 
wish. 

[9) Talajiia — One who is conversant with all 
varieties of tala. 

[10) Sabadhana — One who has definite 
knowledge about Sruti-sthana. 

[11) Jitasrama — One who does not feel tired 
even after singing for long hours. 

[12) Suddha-chayalagabliijna — One who is an 
expert on Suddha-suda, etc. and Salaga- 
svida, etc. prabandhas. 

[13) Samakakiwisesvit — One who has expert 
knowledge on different styles of /voice 
and other Kakus. 

[14) Aneka-sthaya-sancara — One who is very 
knowledgeable about using innumer- 
able sthayas. 

[15) Sarvadosa-vivarjita — One who is free 
from all faults pertaining to gana. 

[16) Kriyapara — One who is always busy 
practising in the actual act or achieving 
perfection in performance. 

[17) Yukta-laya — One who is knowledgeable 
in the subject of laya. 

[18) Sughata — One who displays different 
ahgas of gana keeping an eye on 
ranjakata (colourfulness). 

[19) Dharananvit a — One who possesses a 
deep voice. 

[20) Sphurjanirjavana — One who can bring 
in, sometimes speed, sometimes 
intensity, sometimes softness, sweetness 
in gana, by controlling breathing. 

[21) Harirahahkrt — One who can sing ganas 
with captivating movement. 

[22) Bhajanoddhura — One who can unfold the 
pleasing aspects of a raga in a beautiful 
style in the atmosphere of normal 
convention. 

[23) Susampradaya — One who has received 
training from a very wise guru. 

IB) 

[n other opinion — 

[1) Mrstadhvani, (2) Susarira, (3) Nana 
raga-prabhedavit, (4) Nana mana- 
layopeta talajna, (5) Tristhanasparsi 



gamake an&yasalaaadgati, (6) Praban- 
dhagana kusala, (7) Sabadhana, (8) 
Kriyapara, (9) Ayattakantha, (10) 
Sthayatta, (11) Nirdosa, (12) Dharanan- 
vita. 

With these, some more have been added in 
the modern times — (13) Abhyasa-sila, 
(14) Alapti-kovid, (15) Jitasrama, (16) 
Graha-moksavit, (17) Susampradaya, 
(18) Sughata, (19) Prabhuta prabithan- 
vita, (20) $rotrcitt-anuranjaka, (21) 
Sarva-kakuvisesavit, (22)6laksna- 
susnigdha-madhura-gita kusala, (23) 
Nirgarvi. 

Gay ana dosa (TFH^ta) — Some undesirable 
faults associated with a singer for which 
he becomes blamable. [These faults have 
been mentioned as adjectives of a singer] 
Example: 

(1 ) Sandasta — Who sings with teeth pressed 
or by rubbing teeth against teeth. 

(2) Udghusta — One who sings with an 
insipid and loud voice. 

(3) Sutkari — One who makes sound like 
whistling while breathing. 

(4) Blitta — One who sings with fear. 

(5) Sankita — One who tries to finish the 
gana quickly, i.e. in a hurry. 

(6) Kampita — One whose voice trembles. 

(7) Karati — One who sings with a wide open 
mouth. 

(8) Vikala — One who applies sruti incorr- 
ectly. 

(9) Kakl — One whose voice is as harsh as 
that of a crow. 

(10) Vitala — One who goes out of tala while 
singing. 

(11) Karabha — One who sings with chin 
stretched upwards. 

(12) Udbhata, Udvada — One who sings with 
a trembling and distorted voice like that 
of a goat. 

{\3)]homvaka — One whose veins ol fore- 
head, face and chin swell up, whilr 
sinking. 



( \ '\)l'unn>nki — One whose checks swell up 

while singing. 
{l^Vnkrl — One who sings with neck 

swinging. 

( [6)PrasSrl — One who unnecessarily sings 
prolonged gana with limbs spreading 
out. 

(17) Vinimilaka — One who sings with eyes 
closed. 

{\H)Virasa — One who has no rasa in his 
singing. 

( 1 y) Apasvara — One who uses forbidden and 

abandoned svaras in his gana. 
(20) Avyakta — One whose voice is jumbled 

and utterance not clear. 
(2\)Sthana bhrasta — One whose voice does 

not reach correctly in mandra, madhya 

and tara sthanas. 

(22) Avyavasthita — One who does not adhere 
to sequence of sthana. 

(23) M/srafoi — One who mixes many ragas 
while singing one raga; uses Chayalaga- 
ragas with Suddha-ragas. 

(24) Anavadhana — One who is careless and 
inattentive in application of Sthaya and 
gamaka, etc., i.e. judicious svara arran- 
gement appropriate for the raga. 

(25) Sanunasika — One who sings with a nasal 
tone. 

(26) Vimana — One who is absent minded 
during singing. 

(27) Calaka — One who moves his hands 
while singing. 

(28) Do/ — One who sings swaying his head. 
(?}>) i.kti-drsti — One who keeps his glance 

steady on one side all the time while 
singing. 

(30) QrdhagayJ — One who sings while 
keeping his glance upwards. 

( \l)Pfipada — One who is inexperienced in 
i iga and tala. 

' \2)$Bvaka — One who does not know the 
meaning of the gana. 

Cay in (^imfa) — Gana; C.aon; Gaona. 

(iayen (TPfa)— A singer. [See : Gain] 

Giri (nm) — Name of a particular raga. 



Gara-yukta raga-nama (Wl II'MIM)— 
Raga names with gara — Gara-kanara, 
Gara-khambaja, Gara-baglsvarl, Gara- 
bhairavi, etc.. 

Garugi ('ii<?'!1) — Name of an ancient DesI 
tala. 

Gas CTRT) — Application of clusters of svaras 
in a twisted and novel way. 

Gitkiri (PiJ*fl) — Simple murki-gamaka 
(an embellishment) made of three 
successive svaras, e.g. — Ni SRiS. Fast and 
swinging, mixed arrangement made of 
successive svaras. Another name of 
Murkl. [See : Murki] 

Girpat ( Pkh^) — Bidara. Deviation from 
successive order. 

Giri ja" (PiP-^ii) — Name of an obsolete raga. 

Gisna (f^T^T) — Gayaka (singer). 

Glta K 7 !^) — Gana; Raga composition with 
lyric; Aristocratic gana (classical) based on 
language, raga and tala. Common name 
of vocal music, common name of Marga 
and DesI vocal music. [Here, vocal music 
also includes music of string and wind 
instruments]. 

Glta 2 (Tfa) — Term, used for Gandharva 
vocal music during Pauranic age. The 
varieties of Glta 2: — 14 varieties of 
Gandharva gita, e.g. — (1) Madraka, 
(2) Aparantaka, (3) Ullopyaka, (4) Prakari, 
(5) Ovenaka, (6) Robindaka, (7) Uttara, 
(8) Chandaka, (9) Asarita, (10) Vardha- 
mana, (11) Panika, (12) Rk, (13) Gatha, 
(14) Sama. [First 7 varieties are called 
Gitaka. Last 7 were added during 
later age, and together, these are called 
Prakarana-gita]. 

Glta 3 (T^ft) — Name of a particular variety 
or style of modern nibaddha-gita (time 
and rhythm bound songs). 

Glta 4 C 7 ^) — Salaga-suda prabandha. [See : 
Prabandha]. 

Glta 5 ( 7 lta) — Karnataka gita (South Indian 
songs) or gitam; Simple laksana-gita (lyric 
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of classical songs expressing the 
characteristics of raga or gana with lyric), 
appropriate for learners of Karnataka 
Sahgita. This is of two kinds: (1) Laksana 
gita, (2) Laksya-gita, e.g. — Sadharana-glta, 
Samanya-gita, Sahcarl-glta and Stuti-gita, 
to be sung after Svaravali. 

GTta 6 (""ifa) — Modern Kavya-glta (poetic 
songs), which have been composed by 
poets of Hindi language and are sung in 
modern tune. 

Gita 7 ( 1 ffa) — Those songs bound by svara- 
tala, sung by Nartakls (dancing girls) 
along with their dances. 

GIta-Khanda Cftcrcaig)— Vidarl; Tuk. 
(Lyrical part) 

GTta-guna ( 7 nTTyT) — Such excellent 
elements in the character of music, 
presence of which make it an object of 
extreme enjoyment. These are ten (10) 
types, e.g. — 

(1) Vyakta — A gita which is very distinct 
by its excellent utterance style, 
conforming to the meaning of padas 
which are related to bhasa (language) 
and matu (subject). 

(2) P'iirna—A gita, which is faultless 
through the application of balanced use 
of sruti (microtone), svara (tone), 
chanda (rhythm) and pad.i (lyric). 

(3) Prasanna — A gita, which expresses the 
meaning clearly through fearless and 
inertialess voice. 

(4) Sukamara — A gita, which is presented 
gracefully with a pleasant voice. 

(5) Alankrta — A gita, in which svaras of all 
the three saptakas are applied correctly. 

(6) Sama — A gita, in which varna 
(movements) and laya (tempo) are 
applied correctly. 

(7) Rakla, or, Surakta — A gita, which 
becomes attractive with the accom- 
paniment of vlna and flute with voice. 

(8) Slnksnn — A gita, in which svaras of 
various sthanas (octaves) anil various 
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layas (tempo) are expressed cltortlcssly 
in a pleasing and smooth manner. 
(9) Vikrusta, Vikrsta — A gita, which 
maintains its colourfulness (charm) 
even though uttered in sharp and loud 
voice. 

(\0)Madhum — A gita, which is very elegant 
and fascinating. 

Glta-dosa ('IWVi)— Those faults, which do 
not aliovv gita fo be pleasing to hear or are 
contrary to sastras (theories). These are of 
ten kinds; e.g. — 

(1) Loka-dusta — That which is improper by 
the judgement of common man. 

(2) Sastra-dusta — That which is non- 
Sastriya or contrary to Sastras (theories). 

(3) Sruti-virodhl — That which is harsh to 
hear and out of tunc. 

(4) Kaln-virodhl — Which is presented at a 
forbidden time, which is out of laya 
(tempo). 

(5) Punaritkta — In which, same arrange- 
ment of svaras is repreated again and 
again. 

(6) Kala vahya — That application, which is 
not artistic, which break the accepted 
rules of the art of music. 

(7) Gatnkrama — In which orderly sequence 
is violated. 

(8) Aparthaka — In which the meaning is 
distorted. 

(9) Gratnya — That which is corrupted by 
vulgarity. Obscene/vulgar, which 
follow folk-customs. 

{\Q)Sandigdha — In which, there is scope for 
narrations of raga and also arrange- 
ments, for bhasa (language)-aksara 
(letters), etc., in music application. 
GIta-prakara ( T ftrT-y=HK) — According to 
ancient glossary there are two types of 
gita; e.g.— 

(1) Galrti-$~ita — Vocal music. 

(2) Yiinlm ; s '//(i— < .at; playing ol Vina, Venn, 
etc.. 

( iTta-bandlu ( ■rta>*-«0 — The modern name 
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loi ,im icnt Nil'. id. Hi. i KltM ■ dl' I 
I'l abandha'. (Now .i diiyn, I In* lenn 
1'iahandha is generally lined In mean 
. .i\ , written artit If .) 

In iiillgN also, ill Noll 1 1 .Hid '...ill 1 1 1 1 1. 1 1. 1, 1 1 I ft 

used to moan a parllinlai |><i«lil h<i 1 1 

(method), Foi .ill tfwM n order 

in specify 'Nibnddhfl gita (HI* bound 
songs), 'Citn bandha' word In uited, in- 
»tefld ol l'i .il' in. Hi i (i l.c.M. al aim- 
position) In Hindi in times the word 
Nibaiulh.i' is .tiii'i'lrd as tlu' Indian 
tqilivaltnl Ol e^nay. [See : Cita-riti] 

GIto-bhtdl (*An*ta) — Differences in 
. h.ii.i. ici nl glna (long). These are of two 
kinds, • y, (.i) (i) Marga or Gandharva 
g(| i ...id (||) I ». .i gita. // (b) (i) Gita and 
in) i ..hi. i (In ancient times, all kinds of 
VOCtl mual< used to be called 'gana'. Later 
on, the word Gita' rame into use. Then, 
the word was not much used in 
( iandharva. In future, if both the words 
. 1 1 1 • d i -s i red to be used, the word Gita ' may 
be applied mainly in Gandharva, while 
( , .ma in DesI). // (c) (i)Anibaddha (songs 
not hound by tala) and (ii) Nibaddha 
(songs bound by tala). 

GTta-riti (W-TTRT) — Gana (songs) with 
dil fierent methods or styles; variety of gana 
regulated by many systems; many 
regional DesI anibaddha and nibaddha 
ganaa or glta-bandhas. Any type of vocal- 
iiuisu that has its own characteristics. 
A. i ording to the last mentioned opinion, 
(.ita-nti, may be arranged in five 
divisions; e.g. — 

(1) Vedic [See : Veda], (2) Gandharva 
(ancient Indian scientific music), (3) DesI 
(regional classical), (4) Loka (folk) and 
(5) Adima (tribal). 

( iandharva glta-riti has two divisions — (a) 
Gandharva and (b) Marga or natyarlti 
(style of drama). 

(a) In the Pauranic age, lyric or pada and 
l.d.i were predominant in (iandharva. 



I hen iaftor, prominence of svara was 
estaMi hed. So, at first its glta-riti were 
(1) Biahm a-trUa- KapGDa, Kambala, etc., 
(H) < aturdaSa gita, (iii) MagadhI, Ardha- 
mSgadhl, Sambhavita, Prthula, (four 
kinds of giti). Later on, (iv) Buddha, 
Bhinna, GaudT, Besara, Sadharani, and 
still later on, (v) Bhasa, Vibhasa and with 
Antarabhasa, eight-gltis (Asta-giti) 
(b) (l)There were five gltis in Marga or 
natya-giti, — MagadhI, ArdhamagadhI, 
Sambhavita, Prthula and Dhruva. (2) 
Later, five gltis — Buddha, Bhinna, etc., 
which were encompassed in svara, were 
applied to Nataka. (3) The meaning of 
DesI was what the Vaggeyakara (compo- 
sers), Gayans (Gayakas), etc. had been 
making prevalent and were still doing so 
at different places. In actual fact what is 
not Adima (tribal), Loka (folk) and 
Gandharva (ancient classical), is DesI. 
That which does not have rigid norms of 
Gandharva, but at its basis there is 
individual creative faculty, high mental 
attitude, novel imagination, that is DesI. 
In ancient days all kinds of gita, from 
classical to beautiful, were called DesI. 
[See : DesI]. (At present, instead of using 
DesI, terms like Abhijata or classical, 
Sugama or light, etc. are being applied). 
DesI glti-riti are of two kinds, — (a) 
Abhijata, Uccanga, Classical — in which 
binding of sastras or grammar of laksanas 
(characteristics) is strong enough, yet 
laksya, meaning rules of application are 
placed above sastras; and (b) Laukika, 
Desika — although they are regional ganas 
they have established themselves as gita 
born out of culture by adopting rules of 
classical music in some measure. [See : 
Laukika]. Loka means what was created 
or still being created by regional people 
devoted to gita and having contemplation, 
for individual people or group of people 
who are uneducated but clever. [See : 
Loka] 



I oka gitfl nil (lolk song .stylo) is of three 
types,— 

(a) Loka — which has been created by minor 
alteration and polishing of adima-glta 
(primitive song) but in which group 
singing is still prevalent and number of 
svaras used are not more than five. 

(b) Gramya or Palll gtti (folk style) is that 
which liberates itself from narrowness by 
maintaining its speciality while depen- 
ding on the seven svaras of laukika, and 
accepting individual identity, also mixing 
shades of raga (raga-chaya) in the 
structure; and — 

(c) Desya, born out of Loka, which has been 
evolved out of Palligita with the help of 
persons, conversant with DesI norms. 

Adima-Gitas of primary system, created with 
two to five svaras, in which, those few 
svaras are recited repeatedly and no 
inclination is perceptible regarding any 
change in local specialities in the 
arrangement of svaras. [See : Loka] 

GTta-ritir udaharana ('fldflftu WI)- 
Examples of Glta-riti (styles of songs) 

(1) Vedic Samagana [See : Samagana] 

(2) Gandharva— 

(a) Rk — This Gandharva gita starts with 
Anustupa chanda (a kind of Vedic poetic 
metre) and ends with JagatI chanda (a 
kind of Vedic poetic metre). Padas (lyrics) 
used in this gita (song) are in Vedic 
language or sometimes in Laukika (non- 
Vedic) Sanskrit language. 

One aksara (letter) was alloted per matra 
(beat) and this way, the gita used to be 
completed in 48 matras, and if number of 
aksara fell short it used to be replenished 
with aksaras of Stobha. [See : Stobha] 

(b) Gatha — In this Gandharva gita, 4 aksaras 
(letters) were used per matra (beat); thus, 
the gita (song) used to be completed in 128 
matras. To add Stova (meaningless 
alphabets to fill in the blanks of beats) was 
a common practice to fulfil the number of 
aksaras. (In later period, Rk and Gatha 
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(Vedic chants or song) used to he prese- 
nted with the help of Sapta Sama-ahga 
(seven stages of Samagana), with Vidarl, 
meaning, arranging in different divisions, 
following the pattern of Sama-glta.) [See : 
Stobha, Vidarl] 
(c) Sama — This Gandharva gita, comprised 
of Stobha style, [See : Stobha] divided with 
intelligence and structured with orderly 
arrangement of repeated words and 
beautified with seven ahgas, used to start 
with Gayatri chanda (Vedic poetic metre) 
and end with Samskrti chanda (a type of 
Vedic poetic metre). This gita had one 
aksara (letter) per matra (beat) and used 
to be completed in 96 matras. Sama used 
to have seven ahgas (parts) which in 
character followed the pattern of modern 
dhatu or tuk (lyrical stanza) in many 
respects. The names of the ahgas (parts) 
were — 

(i) lMgn7/ifl=Vedic Prastava of Sama- 
gana. 

(ii) Anudgraha-V edic Udgltha of 
Samagana. 

(iii) Sambaddha=V 'edic Pratihara of 
Samagana. 

(iv) D/irui>flJcfl=Vedic Upadrava of 
Samagana. 

(v) Abhoga =Vedic Nidhana of Sama- 
gana. 

(vi) Himkara and (vii) Onkara of 
Samagana. 

The names of other Gandharva-gitis are — 
(d) Pamka, (e) Vardlmmanaka, (fiAsarita, (g) 
Cliandraka, (h) Madraka, (i) Apa-rantaka, (j) 
Ullopyaka, (k) Prakart, (I) Ovenaka, and (m) 
Ullara. 

[The application of these styles of gltis is 
extremely complicated and in many cases 
hard to understand in modern pers- 
pective. Since, the general explanation of 
these, will be of no use to modern gita 
(song), only the names are mentioned] 

In the later period, Astagiti ( 8 songs) was 
introduced to ( i.mdh.irv.i system, e.g. 



I inlilhil In vvlili li nvi |'i> ' M tril 

III Mllll|»l«*. 'illtll^lll and nwi i'l in. mm i 

) Hhtiint) In whirl) ivam an utipllwt wllh 

i i • 1 1 1 1 ' 1 1 • .id .1 iimII il it'll 111 I i 

llll III, ll ) .lllil I'll I lll| I mi ll I |?M'f 

Al.iiititiH • iiiinnkiil 

I I .ilMi/l III Willi ll, H ill an .III' lllli'K'il after 

I n il i|' . 111 1. Iii . I wild wlili i|'i«Mil sphurita 

I i I'u'i • i.il- .1 1 iiiul during 

iilliMiuti i' II iinhiiiih'n a Npctial torm by 
idnrned with 'OhSfi'-karma. 
I M, iii I inn. i hit, nr., application of 
in null. i \ .ii.is (link's of lower octave) in 
,i | I. i .mi manner with slight tremble and 
lual faster movement, placing the chin 
towards chest. This application can 
proceed op to Iara-sthana (high octave) 
in ( laudi-giti. 
I BewrA In which, svaras express them- 
. Ivi a by ' reating beauty and pleasant- 
i" in List movement through Sthayi, 
Arohi, Avrohl and Saricarl varnas. The 
othei name of this style, is Raga-glti, i.e., 
glti, having adorned with charm. [See : 
Varna] 

SOdharani — In which, some of the 
■ hara cteristics of the above mentioned 
Four gitas have been mixed. Though its 
ivaras are simple and pleasant, these are 
studded with alahkaras (ornamentation), 
kaku (articulation), slightly fast gati and 
yet, soft, sweet and not harsh. 
[6. Bhasa, 7. Vibhasa and 8. 
Antarabhasa — No clear explanations are 
available about these]. 

[Kapila and Kambala (mystic song) gitis 
cm be included under Gandharva gita, 
hut due to lack of reference about tala- 
i i a, etc., these are mentioned as giti] 

(15) Marga or Natya gita — 

I M&gadki — A gita, in which each Khanda 
(part) was complete in three kalas [See : 
Kala] and was presented in Gandharva- 
tila, adorned with alahkara (ornamen- 
tation), etc. in a successive manner of 
vilamvila, madhya and druta laya, 
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i«<|m'!|IIiik llir padas of the first kala three 

Hrnea, Bxmaple — 

(.) U^Varh 
(II) U'VamRudrarh 
(in) I Warn Kudram Vande. 
| I In' pada (lyrical words), 'Devam has been 
recited three times and the piece Devam 
Rudrarh Vande (i), (ii), (iii) has been sung 
completely in these three kalas.] 

2. Ardhamagadhl — That gita, completed 
in three Khandas (parts), of which, half of 
the pada used in the first kala of each 
Khanda was recited in the Second kala 
and half of the excess pada used in second 
Kala was repeated again in the third 
Kala; Example — 

(i) De— Va m 

(ii) Varh Ru dram — 

(iii) dram va nde — 

or, that glta-khanda in which, the pada 
(lyrical words) used in first Kala was 
repeated in madhyalaya (medium tempo) 
in second kala and the excess pada used 
in second kala was repeated in third Kala 
in madhya or druta laya; Example^ — 

(i) De — va m 

(ii) De varh Ru dram 

(iii) Ru dram Va nde 
or(iii) Ru dram Va nde — J, 

3. Sambhavita — The gita in which the 
number of aksaras (letters) used in the 
Kalas was limited [See : Kala] and 
attached with guru mitra {See : 
matra], and, was presented 
in vilamvita laya (slow tempo); Example — 

(i) Bha — ktya — 

(ii) De — va rh 

(iii) Ru — dra m 

(iv) Va — nde — 

or, the gita, in which, every Kala had four 
padas (lyrical words) made of guru aksaras 
and in which, the two central padas of 
second kala were repeated twice to 
occupy the places of first and fourth padas, 
thereby abridging glta-khanda with regard 
lo limiting number of padas; Example, — 
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(i) Bhaktya Devam Rudram Vande 

(ii) Devam Dt.'vam Rudram Rudrarh 

(iii) Bhaktya Devam Rudram Vande. 

4. Prthula — The gita, which was presented 
in vilamvita laya (slow tempo) and its each 
pada (lyrical part) under Kala was made 
of many laghu (light) aksaras (letters); 
Example, — 



(i) Su 


ra 


na 


ta 


(ii) Ih 


ra 


pa 


da 


(iii) Yu 


g a 


la 


rh 


(iv) Pra 


na 


ma 


ta. 



or, the gita, in which, there were four padas 
made of laghu aksaras in each Kala, [See 
: Kala] and two central padas of the 
second Kala were repeated twice, to take 
up the place of first and fourth padas; 
Example, — 

(i) Suranata harapada Yugalarh Pranamata 

(ii) Harapada Harapada Yugalarh Yugalarh 

(iii) Suranata Harapada Yugalarh Pranamata. 
5. Dhruva — This gita style used to be 

constructed firmly with Vakya (lyric), 
Varna (stages of movement), Laya 
(tempo), Yati (pause) and Pani, [See : 
Pani] portions and a few ahgas from 
ancient Prakc;rana gitas. This style used 
to be utilised with various chandas 
(poetical metre) in different scenes of 
natya (drama) for entry and exit of 
participants, scene change, change of rasa 
or to express a specific moment. Dhruva 
was always presented in ancient 
Gandharva tala, Gandharva chanda and 
varna gana (movement based songs) as 
a nibaddha gita (tala bound song). Its 
language was Sanskrit, half-Sanskrit, 
6auraseni and Magadhl. Dhruva was 
used for main-taining consistency with 
male and female characters, situation and 
time of natya (drama). Keeping a 
semblance with its gati (motion), guru 
(heavy) or laghu (light), aksaras (letters) 
were added. From the very beginning of 
raising the curtain, to the end of natya, 
Dhrrva was used in many different ways 



and used to assume different names, 
e.g.— 

(1) PravesikI, (2) NaiskramikI, (3) Aksepiki, 
(4) Pasadiki, (5) Antara, (6) Utthapim, 
(7) Parivarta, (8) Apakrstci, (9) Addita, (10) 
Viksipta, (11) Avasaniki, (12) Sksaka, (13) 
Uddhata, (14) Anubandha (15) Druta- 
vilamvita, etc.. [See : Dhruva]. 

3. DesI (3"¥Tt)— (a) Abhijata, Uccahga, 
(classical) [other name: Ragasahgita, 
Margi] — It has two parts, 
(i) Anibaddha (not bound by tala and (ii) 
Nibaddha (bound by tala) 

(i) There is alapa in Anibaddha [See : 
Alapa, Alapti]. Alapa may be neutral 
or mukhabandha (preface) of Dhrupada- 
gita. Neutral alapa also has evolved out 
of Alapti and as such, retains many 
characteristics of Alapti. Alapti used to 
be of many kinds; e.g. — Visama or with 
complicated svara arrangements, 
Prahjala or with slight Tirobhava 
(disappearance), Aksara or with words, 
Anaksara or with letters such as Akara, 
etc., with tala, without tala, Buddha 
character or with £uddha-ragas and 
Misra-character or with Chayalaya- 
ragas. In modern alapas also, these 
characteristics are traceable in different 
ritis. Though ancient Alapti was 
composed of neutral song (Nirapeksa 
gana), whether short Prabandhas (classi- 
cal composition) were sung after that or 
not, is not clearly mentioned anywhere. 
But, application of Aksiptika_(a short tala 
bound composition) after Alapa, gives 
the impression that for fulfilment of Alapti 
some small Prabandha used to be sung. 
Ofcourse, as Alapti bound by tala, 
mentioned in Sastras, reminds of an 
Alapti very much like Rupakalapti, 
similarly, in some measure, Alapti can be 
visualised as the ending part of Prabandha, 
like Svara-karana. At the end of modern 
alapa which is rich with vistara, the rule 
used to be to perform fast Svara-parana 
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in k iint I i.i | mi .(Mil I i ' 1,1 1 (i ill n wlililiw.ii 
|||(« S\ .11.1 I .ii. in. i |'.i'f I In urn 

ii >' | ilw.iv, il i |op< ii .mi lenl 

'•.i|'i kM i i i'i ii ii' i ii l.iti'il Al.»|'.i 

in A l>*|»l l ln'tnii' Iml II In mhI known 
lipid wlnil VHlVnl till" A I >i i t i i 1 1 1 1 1 1 1 1 he 
r»|iitn « I «• • I Hiil wlii'ii mil' explores 
VliUM vlnv<»«i» (rtilUMKi'ini'iil ol Viclari) 
hi i .i i ,> | a i > «t , on* realises, that 

i Mi.it \l.i|.|i w.jn limited. In the 

I • Snmrt' lype of alapa is 

iil\ done before Dhrupada and 

I Hi. mi, ii gttas, hut there is no practice 
nl performing Al.ipa before other glta- 
rttl« though there is scope for Alapa in 
Kh.iy.il lype of gita. 

Alapa prim In Dhrupada contains Sthayl, 
Ant. ii. i, Bhoga, Abhoga, and Saficari 
rul (stanza). [See : the necessary terms] 
• Hi. h i is performed with a few small and 
big m i lions, Antara is completed in two 
in tlui v sections, Bhoga and Abhoga are 
i ■ \ I m i -.sci I in one or two sections and lastly, 
■ in. hi r. depicted with gamaka etc., 
through svara movement of arohi and 
nvrohi in madhya (medium) and druta 
(i.i.i) pace. Sometimes Sthayl is 
expressed in a few recitations and after 

I I i.i I Antara is depicted fully, followed by 
Bhoga and Abhoga in full depiction in 
madhyalaya. Alapa is concluded in 
'..in. .in with full collective depiction in 
druta laya. 

AlSpa, prior to Khayala, is conducted as 
mentioned above, but from the very 
beginning use of Murk!, Zamzama is 
noticed in the arrangements of Svaras 
(svaras-vinyasa). In Khayal, gamakas 
used are of light or soft quality, but in small 
measure. At the end part of Alapa, 
Saficari is added with chut and tana. 
[See : Alapa, Raga-alapana]. 

(in ( Ithei name of Nibaddha-gita , is Glta- 
prabandha, ( iil.i-bandha in short. There 
are many kinds of Gita-bandha. [The 



nl ( .llabaiulhas are no more in use, 

(nil some names are still available with 
musicologists. A brief discussion on the 
ones which are considered to be of use 
in lurnished here with]. Gitabandhas of 
many kinds may be divided into two 
categories; e.g — . 
(A) Praclna (ancient) and (B) Adhunik 
(modern) 

(A) Firstly Praclna gitabandha may be 
divided into six classes — (1) Suddha suda, 
(2) Alikrama, (3) Salaga-suda (4) 
Viprakirna, (5) Vastu, and (6) Rupaka. Out 
of these the ones that are comprehen-sible 
from modern point of view, are, — 
(i) Karana, (ii) Kaivata, (iii) Gadya, 
(iv) Caccari, (v) Caturahga, (vi) Carya, 
(vii) Talarnava, (viii) Tripathaka, (ix) 
Tribhahgi, (x) DhvanikuttanI, (xi) Pan- 
catalesvara, (xii) Virasri, (xiii) Ragaka- 
damaba, (xiv) Rahadi, (xv) Srivilasa, (xvi) 
6rirahga, (xvii) Svarartha. 

(i) Karana — It is Suddha suda, i.e. a particular 
Prabandha which follows the rules of 
Gandharva. In this Gitabandha the gana 
used to start on a particular note and end 
on a note which was called Arhsa, that is 
the Vadi or the most important svara of 
the raga. Its tala used to consist of 4 matras 
or Rasa or Adi-tala in fast laya of ancient 
1 laghumatra. This Gitabandha used to be 
performed at the beginning of any 
auspicious function, invoking good 
wishes. The speciality of Karana-pra- 
bandha is that, the name of the composer 
and nayaka or the hero, used to be 
mentioned in the Abhoga portion. The 
other speciality is that instead of bhasa 
pada (language) more promi-nence was 
given to padas with svara-pata-viruda, 
that is, partiality towards padas having 
characteristics of Tilana, Trivat of modern 
times. There used to be three dhatus or 
tuks or stanzas, in Karana — Udgraha, 
Dhruva and Abhoga. Abhoga used to 
have bhasa-pada (lyric); Udgraha and 
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Dhruva used to have sargam or svara, and 
pata or syllables of instru-ments, and 
words denoting marigala (well wish) or 
tenna-tena-tom or on few occasions 
meaningful words were also used. 
Because of those different types of 
applications, Karana-prabandha was of 9 
types. 

(ii) Kaivata — Particular Prabandha 
(classical composition) of Alikarama class. 
During later period, it was called Kaivada, 
Kaivala, Kayvala. Its padas or tuks were 
composed with pata, meaning syllables 
of instruments. Margatala was its tala. 
During still later period use of sargam was 
also introduced along with pata. Like 
Svarartha-gltabandha, in this gltabandha 
also, padas created with pataksara and 
meaningful padas, expressed beauty of 
application. Udgraha dhatu was used as 
Sthayl in this gltabandha, but though 
dhatus were there, there was no hard and 
fast rule of tala, etc.. [See : Prabandha, 
Dhatu, Pata, etc.] 

(iii) Gadya — Particular Prabandha of 
Alikarama class, which was composed of 
different padas expressing rasa but devoid 
of chanda and was sung in varied 
layas.These padas, according to ancient 
custom and tradition, were offered in 
praise of gods or deities, with the sound 
of Ohkara. According to rule, padas were 
sung sometimes arranged in laghu- 
matra, sometimes in guru-matra. 

(iv) Caccari — Particular Prabandha of 
Vipraklrna class, which used of be sung 
during spring festival in Hindola raga, 
Caccari-tala, Krida-tala or Caccarl- 
chanda, i.e. it used to be presented with 
quite a few rhyming couplets set in talas 
comprising of 56 matras or 6 matras 
or in chandas of 16 matras. Sometimes, 
other chandas were also used. Caccari was 
a gltabandha of regional variety, which 
was composed in regional language or in 
Prakrt. 



(v) Caturanga — Particular Prabandha of 
Vipraklrna class, which was composed 
of four dhatus or tuks in ancient days, 
and in each tuk different varieties of raga 
and tala were used in different regional 
languages, i.e. — in this gltabandha the 
custom was to use 4 kinds of languages, 
4 ragas and 4 talas. During later period, 
Caturanga meant, a gltabandha com- 
posed of four tuks, having four ahgas, i.e- 
tena, pata, svara and pada, meaning — , 
tana-nana, syllables of vadya, sargam and 
bhasa-pada (lyric), each one of which was 
presented in one of the dhatus, as in 
Tillana. [See : Tillana] 

(vi) Carya — Particular Prabandha of 
Viprakarna class, in which bhasa-pada 
(meaningful lyric) used to be composed 
in different chandas and subject of the 
padas was spiritual. Carya gltabandha 
used to be presented in talas of 8 
matras and also one or two other talas. 
The method of singing this gltabandha 
was in two different ways; in the first, all 
padas were repeated twice, and in the 
second only the dhruva tuk was repeated. 

(vii) Talarnava — An Alikrama class of 
Prabandha, in which, while presenting 
prose style or chandaless compositions or 
dhatus or tuks of poetical composition, 
different talas were applied. 

(viii) Tripathaka — Particular Prabandha of 
Vipraklrna class, in which there were three 
dhatus composed of syllables of vadya, 
words of praise and svaras, in serial order. 

(ix) Tribhangi — Particular type of Prabandha 
of Vipraklrna class, which used to be 
presented with its dhatus, composed of 
svara, pata and bhasa-pada with the 
help of ragas. 

In this gltabandha help of any one of the 
many varieties of talas and chandas used 
to be taken. 

(x) Dlwanikuttanl — Particular Prabandha of 
Alikrama class, in which two different 
talas were used in two of its dhatus, as a 
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ic Mill <>f whic h lay.i .list) became to be of 
dlfferenl < haracter. Its speciality was that 
thtn was pause after singing one pada. 
|i Pafk atSleSvara — Particular Prabandha of 
Mil- rama Class, in which there used to be 
i agalapa at the beginning. Five padas, out 
of all the padas, used to be repeated twice. 
1 1 ><• speciality of this gitabandha was the 
UM of svara, pata, murajavadya and 
I landharva tala. After each khanda or 

I n m i ion, use of different instruments made 

I I distinct from other Prabandhas. 

i -ii) V'irasri — Particular Prabandha of 
Viprakirna class, in which, one tuk used 
id be composed of bhasa-pada while the 
Other tuk was of words of praise. 

i • hi) Rrigakadamba — Prabandha of Alikrama 
i lass, which had the distinction of 

• implying different talas with different 
i I tandas and with that, presenting varieties 
ol ragas. 

(«iv) Rahadl — Particular Prabandha of 
Viprakirna class, which was composed 
i il padas relating to battles. There used to 
I ic many lyrical lines expressing Vira-rasa 
(sentiment of heroism) in this gitabandha. 

(xv) irivilasa — Particular Prabandha of 
Viprakirna class in which five ragas and 
five talas were used. 

(xvi) $riranga — Particular Prabandha of 
Viprakirna class, in which four ragas and 
four talas were used. 

(xvii) Svarartha — Particular Prabandha of 
Alikrama class, in which, the svaras of 
the saptaka were so arranged that, the 

I I I .mgement used of take shape of 
meaningful sentences and padas were 

• i imposed with those. Some times words 
from vernacular were also used. 

Be< Buse Salagasuda and Rupaka 
Prabandhas can be of use in modern 
.implication, separate explanations are 
furnished for these. (See : Salaga-suda, 
RQpaka) There is no separate identity 
.ii present of 'Vastu'. 

Prabandha may he divided into seven kinds 
during Muslim era, viz. — 



1. CandraprakSSa — Gita, in praise of the 
moon, in which sixteen khandas (parts) 
were set in different ragas and talas. 

2. jhomra — Gita, in praise of god, consisting 
of four caranas (stanzas). Probably, the 
amended variety of ancient Prabandha or 
gitabandha of Suda class, named 
Jhombada. 

3. Pancataksvara — The gita, in which, with 
alapa, five different padas composed of 
bhasa, svara and pata were presented 
in five different talas. It is an amended 
variety of ancient Pancatalesvara 
prabandha. 

i.Ragakadarnba — Gita, consisting of many 
padas, in which different ragas and talas 
were used in different parts of the padas. 

5.Sarvatobhadra — Gita, composed of a few 
padas, in which, the first four letters of 
the first pada were used in many ways in 
other padas meant for singing (geya- 
padas). 

6.Suryaprakasa — Gita, in praise of the 
sun, in which, there were twelve khandas 
(parts) set in different ragas and talas. 

7.Svaravartam — Gita, in praise of deities,, 
in which there were a few padas and the 
padas at the beginning were composed 
of letters from svaras or notes and the 
last abhoga was composed of bhasa or 
language. Though presented in only one 
raga, more than one tala were applied. 
[Above mentioned gltabandhas were 
normally composed of Sanskrit language 
and presented in ancient tala and 
chandas, hence, these were known as 
gitas of Marga system]. 

(B) Modern gitabandha applies to all the 
nibaddha or tala bound classical gitas 
which were in vogue from the mid-Muslim 
era. These are divided into two groups, — 

1. North Indian or HindusthanI and 

2. South Indian or Karnataka. 

1 . HindusthanI gltabandhas are arranged 
in the following manner: 
(i) Dhrupada, (ii) Dhamar, (iii) Sahgita, 
(iv) Gita, (v) Chanda (vi) Prabandha, 
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(vii) Jugalabandha, (viii) Dharu, (ix) Sadra, 
(x) Khayal, (xi) Gulnaks, (xii) Jat or Jat, 
(xiii) Tappa, (xiv) Thumri, (xv) Visnu- 
pada, (xvi) Caturahga, (xvii) Tarana, 
(xviii) Tilana (xix) Ragamala, (xx) Raga- 
sagara, (xxi) Svarartha, (xxii) Sargam, 
(xxiii) Qaul, (xxiv) Qalbana, (xxv) 
Pancarahg, (xxvi) Haptarahg, (xxvii) 
Naorahg, (xxviii) Laksan-gita. 

[One or two more names are available in 
books, e.g. — Tiut, Phulbandh. Dhrupadas 
of two tuks were called Tiut. Description 
of Phulbandh is indistinct. It was some- 
what like Guluaks. See : Jugalbandha]. 

Description of the above mentioned varieties 
of gitabandha — 

(i) Dhrupada — Its other names are, 
Dhruvapada, Dhraupada, Dhurpad, 
Dhruvaka. Ancient Salaga-suda praba- 
ndha got evolved and has been named 
Dhruvapada or Dhrupada. The name of 
the adi gita, or the first gita of the seven 
gitas under Salaga-suda, was Dhruva 
and the amended gitabandha has been 
named after it as Dhruvapada or Dhrupada 
in short. The time of origin of this amended 
Dhrupada is 1 500 A.D. and the time of its 
important transformation is the end part 
of that century. Through the influence of 
Raja Mansingh Tomar of Gwalior and also 
talented knowledgeable persons of his 
time, Dhrupada evolved into modern 
Dhrupada together with the introduction 
of many novelties. Leaving aside ancient 
dhatu, tala, language, etc., new Dhrupada 
accepted new tuks such as Sthayi, Antara 
etc.; talas like Cautala, Dhima-tritala etc.; 
languages like Brajabhasa, Rajasthanl, etc., 
mention of the name of the nayaka or the 
hero in sthayl tuk and introduction of the 
composer-writer in abhoga. Dhrupada 
can be sung in any raga, but, the ragas 
with limited scope are not considered 
suitable.The language of Dhrupada is the 
language used in the literature of 
Itr.ij.ihhtimi The subject in. titer of this 



language is prayer of the Lord, reciting 
praises of the kings, description of nature, 
discussion of nada etc.. Spiritual thoughts 
and Dhrupada-gana are very closely 
associated. The character of Dhrupada is 
solemn, that is why pakhavaj is played 
with it as accompaniment. In this, Cautala, 
Ada-cautala, Dhima-tintala, Savarl, 
Sulatala, Jhap tala, Tlvra, Rupaka, Tintala 
and less prevalent Brahma, Visnu, Ganesa, 
£ahkara, Laksmi, Matta, Gajajhampa, etc. 
talas are used. 

Alapacari is a must before singing 
Dhrupada. [See : Alapa]. After finishing 
alapa, tala bound song should be 
started. Dhrupada consists of four tuks, 
sometimes five tuks. [See : Tuk]. The song 
commences with 'Sthayi' the first tuk. 
The commencement may be from any 
matra, but, the actual starting of 
nibaddha stage is from sama of tala and 
the whole song culminates on the sama 
of Sthayi tuk [See : Sama]. 

Antara is sung after Sthayi comes to 
sama. This tuk is completed after coming 
back to sama of Sthayl. After that, 
Sahcarl and Abhoga tuks are sung in 
serial order coming back to sama of 
Sthayl and there ends Abhoga. While 
singing the whole song to express variety 
and emotions, gamaka-alahkaras, etc., 
are applied. This manner of application 
vary from place to place and are called 
Ban'. [See : Ban]. In Dhrupada, there 
is no vistara like that of Khayal. 
Generally, expansion of Dhru-pada is 
limited within the application of 
gamakalapti with the tuks. But expansion 
through the application of chandas of gitis 
like Magadhi, Ardhamagadhi, etc., is 
in order, after completing the main song 
but without creating any disharmony in 

application ot svaras. [See ( lamakilapti, 

Giti, Visara]. [During Muslim era, it was 

the custom to i all i ihrupada gana sung 

in Sanskrit, .is "Marga" In that era some 
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Id bl hi')', during spring festival 
(Dti ontotsava). But when Dhamar 
bv< Ante .i gita-bandha, then because of 
iln Influence of rural Holi-songs, 
negligence in using specific ragas 
ICCOrding to sastrlya norms, was 
ol icrved. Moreover, with the effort of the 
\ ii n.iva musicians, modified Dhamar 
gradually became a gita which described 
I lull sports of Radha-Krsna lila and for 
thai reason, like-lila gana it was 
considered to be fit for singing at anytime. 
Ilii' same view is strong in modern 
I >h.imar. Besides, some of the specialities 
ol I )hrupada have found place in it. That 
is why modern Dhamar can be presented 
In any raga and as a companion of 
I Hirupada, can be sung in any season at 
any time of day and night. Because of the 
inlluence of Holi-gana, Dhamar is found 
to be set even in Dhun type of ragas and 
on the other hand, very serious, serene 
type of ragas used in Dhrupada are 
i onsidered unfit for composing Dhamar. 
Kusticity and restlessness of Holi are the 
reasons for it [See : Dhamar], 



i In I. ui^uam' used in Dhamar is slightly 

polished colloquial Brajabhlsi. Like 
Dhrupada, pakhavaj is the accompa- 
niment nl Dhamar. Sung in Dhamar- 
l.il.i, in tins gitnbandha, four tuks are 
found like tuks of Dhrupada. [It can be of 
two tuks also like That]. It is a must to 
perform alapa before singing Dhamar. 
But the visara [See : Visara] portion in 
Dhamar, being worth the application in 
ample measure, the alapa may be of 
aocar type only. [See the necessary 
terms]. 

On conclusion of alapa, Sthayi tuk of 
Dhamar is presented. Then having 
concluded Antara tuk after Sthayi, sama 
is to be shown again. [See : Sama] Next, 
presentation of Sahcari tuk followed by 
Abhoga tuk conducted in tune, is done 
and the tuk portions of the song are 
completed after reaching sama of Sthayi 
tuk. While gamakalapti is applied in tuk 
portion of Dhrupada, bat type of vistara 
may be applied by using variety of tune in 
the tuk portions of Dhamar. [See : Bat]. 
After completion of singing of tuks, vistara 
of Dhamar starts. Demonstration of 
varieties of chandas, dun, tegun, caugun, 
etc. layakarl are performed by bringing 
about varieties of tune, application of bat 
and many types of tihai are essential parts 
of vistara. These features distinguish 
Dhamar from Dhrupada and establish 
momentary joy of Dhamar instead of 
seriousness of Dhrupada. [See : Visara]. 

(iii) Gita — Particular modern gltabandha of 
Muslim era, created after ancient 
prabandha, having six ahgas. The tuks 
of gita are constituted of svara, tena or 
nrtta-tatkara, viruda, pata, pada and 
words, conveying mahgala (bliss, welfare) 
or aslsa (blessing). [See : Prabandha 
ahga and other terms]. Gltas are 
normally made of four tuks and Sula type 
of talas are applied in them out of which 
Triputa or modern Tlvra tala is main. 



The style of singing this gitabandha, 
named Glta is similar to Dhrupada. 

(iv) Sanglta — A particular lyrical compo- 
sition which is composed of many padas 
in which the word 'Sahgita' is included 
and it describes the various stages of 
evolution of nada, e.g. — ahatanada, 
sruti, svara, raga etc. Although it consists 
of many padas, number of its tuks are not 
more than five [See : pada and other 
terms] and the names of these tuks are 
sthayl, antara, bhoga, abhoga and 
sahcarl. The sancarl tuk has two 
portions like bhoga and abhoga. In 
sthayl tuk also, melapaka or majh 
portions are found being added. Although 
the style of singing is like Dhrupada, the 
expanse of Sahgita is from Mandra-sadja 
to Nisada of Tara saptaka or upto 
Atitara-sadja. Due to this expanse, 
alapacarl in this gitabandha named 
Sahgita is very short or left out, being 
considered unnecessary. 

(v) Chanda — Other name is Dhuamatha 
[See : Dhuamatha]. It has originated 
from the regional variety named Chanda 
of South India. Nayaka Gopalalal propa- 
gated the Chanda gitabandha properly in 
1600 A.D. The Chandaglta was 
constructed with poetical language, 
description of beauty and virtues of gods, 
application of vibrant ragas, use of talas 
of visama chanda (rhythm) and changing 
chandas with the help of variety during 
visara etc.. The word 'chanda' was used 
in the composition and the name of 
'nayaka' appeared in abhoga-tuk. The 
style of singing this gitabandha named 
Chanda, consisting of four tuks is like 
Dhrupada but there is no gamakalapti of 
Dhrupada in it and instead of using 
Magadhi-Ardhamagadhl chandas of 
Dhrupada, chandas composed of various 
matras are used. 

(vi) Prabandha — This is a Gitabandha 
(classical composition of song) consisting 




of four tuks. No accurate Information is 
available regarding its ancient form. Some 
opine that it was stuti-gana (song In 
praise, having two tuks). In modern 
Prabandha (classical composition), there 
is only one raga but tala varies from tuk 
to tuk. [See : Jugalabandha]. 
(vii) ]ugalabandha& Phulabandlia — Correct 
spelling is Yugalabandha. Two singers take 
part in this classical composition of song. 
The main singer sings the composition and 
the second singer presents the sargam, 
syllables of musical notes of the tune of 
the composition. Sometimes, instead of 
sargam, syllables of Mrdahga (twofaced 
classical drum) are uttered. Jugalabandha 
has evolved from ancient yamala-gayana 
(duet songs) or from the changed style of 
the singers. Like Dhrupada, it has four tuks 
and similar style of singing. Following the 
ancient term Prabandha, few terms were 
prevalent during medieval time using the 
word 'bandha', such as — Prabandha, 
Yugalabandha, Phulabandha. The ancient 
term Prabandha when adopted later, has 
lost^its own originality, but the Muslim 
musicians considered modern Prabandha 
as ancient Prabandha with two tuks, due 
to its commoness in name. Actually, 
modern Prabandha is only a variety of 
gitabandha which has slight similarity with 
ancient Pancatalesvara, Talarnava, 
etc.. [See : the necessary terms] In fact, 
modern Prabandha is a thing that evolved 
many years later, same as Phulabandha 
which later grew out of Gulnaks (a Persian 
influenced song). After portraying a 
picture of nature's beauty in poetic 
language, when it is embodied in tune, it 
is called Phulabandha. The style of singing 
Phulabandha is same as Dhrupada. There 
is no specific instruction about its number 
of tuks (stanza). In later period, the 
Dhrupadas that were composed following 
the example of it, with beauties ol nature, 
were normally of four tuks. 




(vlll) DMru — It is a gitabandha (classical 
i ompoaition) oi stuti (praise), propagated 
l>y N.iy.ik.i GopSlalSl. Ancient Natyagiti 
(■Ong of drama) called 'Dhruva' was 
prevalent in South India by the name 
I ),iru'. That 'Daru' was of different kind. 
The word Daru indicates stuti, as also 
modern 'Dharu' or 'Dharu'. The term 
I »! i.iru introduced in 1600 A.D., features 
m the composition and the names of the 
revered nayaka [See : Nayaka] and of 
the composer, feature in Sthayl (1st 
stanza) and Abhoga (4th stanza) 
respectively. Normally, Tivra or Teora ( 
a tala of 7 beats) tala is used in Dharu. 
Style of singing is same as Dhrupada. 

(ix) Sadra — Particular type of chandagiti 
(rhythmic song). In the ancient Prabandha 
(classical composition) many kinds of 
talaglti ( a song dominated by tala) and 
chandagltis were found, in which 
dominance of specific tala and specific 
chanda (rhythm) were observed and due 
to that reason, the nibadha gita (tala 
bound composition) could be recognised 
by the name of the tala or chanda. [See 
: Prabandha]. Modern Dhamar is a 
talaglti. While Sadra is a giti bound 
by a special chanda of ten matras. 
Placed between Dhrupada and Khayal, 
Sadra gitabandha was propagated by 
a group of Khayal singers, who used to 
study and demon-strate Dhrupada-ahga 
through that style. The language of 
Sadra is simple urban version of 
Brajabhasa. Its subject is prayer, descrip- 
tion of attributes, advice, discu-ssion on 
nada-veda (classes of sound), etc.. Its ragas 
are heavy like those of Dhrupada's, which 
should not be used in Khayal. The general 
rule is to use Jhaptala (a tala of 10 beats) 
in Sadra, but, because of ancient chanda 
(rhythmic) variety, Sulatala (a tala of 10 
beats) and some times Rupaka-tala (a tala 
of 7 beats) are allowed. [See : Sadra]. There 
Is no rule to sing alapa before Sadra, which 
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consists of two tuks (lyrical stanzas). After 
singing Sthayi (1st stanza) and Antara 
(2nd and final stanza) vistara (expansion) 
starts. The tempo of Sadra is of madhya 
laya (medium tempo) or slight drutalaya. 
During vistara at this laya at the 
beginning, the Sthayl portion is presented 
for a short while with words of the 
composition like bol-alapa (an alapa with 
words from the lyric) of Khayal. After that, 
by the use of chanda, bant, bol-tana (a tana 
with words from the lyric) vistara of Sadra 
is exhibited. There is no use of dugun 
(double the laya), caugun (four times 
faster) or use of tanas of Khayal, but while 
singing sthayi-antara, use of tana-alankara 
(ornate tana) is allowed. [See : The 
necessary terms], 
(x) Khayal — This Gitabandha, was created 
following ancient Prabandha in 1400 A.D. 
by Kavval or Muslim musicians, and was 
introduced and propagated by Amir 
Khusrau (1253 A.D-1325 A.D.). This 
Kavvali Khayal of two tuks used to be 
sung with ornamented fast vistara, 
according to the Muslim style. It evolved 
into S\iddha Khayal form of song during 
the end of 15th century through the efforts 
of Sultan Husein Shah Sharki of Jaunpur. 
With specialities of Cutkula-prabandha (a 
narrow type of classical composition) 
added to it, S\iddha Khayal was enriched 
with various alankaras and artistry. 
Kavvals used to call this artistic skill 
"Fiqrabandi". [See : Fiqrabandi]. Usually 
there used to be two tuks in this gita- 
bandha of druta and madhyalaya; some 
times even only one tuk was used 
imitating Cutkula. Later, this Khayal, 
consisting of one tuk, used to be called 
"Astai." After the reign of Mughal Emperor 
Akbar some artists had composed Khayals 
even of four tuks. Outside Mughal 
patronage, in Delhi, Jaunpur and its 
adjacent areas, Suddha Khayal that was 
prevalent, curved a niche in the durbar 



(royal court), during the reign of 
Shahjahan (17th century A.D) and even 
before 18th century, it evolved into 
'KalavantI Khayal" (a Khayal introduced 
with the material of Dhrupad) through the 
talent and influence of Sadarahg (a 
descendant of Mian Tansen). The language 
of this Khayal is simple urban style of 
Brajabhasa. The subject matter encom- 
passes description of nayika-bheda, 
enumeration of merits, details of nature's 
beauty. [See : the necessary terms] 
Description of Nada-rupa and prayer to 
the God also included in the subject 
matter. All other ragas are used in Khayal 
excepting very heavy and serious types 
of ragas or dhun types of ragas which do 
not have positive vadl-samvadi (sonant- 
dissonant). In this gltabandha, accom- 
panied by tabla, talas used are Ektala of 
12 beats, Tritala of 16 beats, Dhima-tritala 
of slowtempo, Tilvada of 16 beats, PahjabI, 
Jhumra, Ada-cautala, Khayal-tala, Addha, 
Savari, etc.. After the period of Sadarahg, 
Sidhar-Khani tala was introduced, 
particularly in the households of Delhi 
musicians. There is no custom of singing 
alapa before Khayal. Alapa becomes 
unnecessary because of the importance of 
visara and vistara in the process of singing 
in Khayal [See : Visara, Alapa]. This 
gltabandha opens with the svara- 
composition of sthayi portion. Even with 
the influence of three types of Khayal, 
modern Khayal has been developed into 
many shades of styles. These differences 
in style became the cause for the rise of 
Ban and Gharana in Khayal, like 
Dhrupada [See : Ban, Gharana]. Generally, 
in the song of Khayal, without letters 
alahkaras are there in a built-in state and 
while uttering, change of tune in gana is 
observed. [See : the necessary terms]. It 
is an accepted rule to add new alahkaras 
and light gamakas while change in tune 
is done. The common practice is to sing 



antara (2nd stanza) after sthayi (1st 
stanza). Other wise, it is also m order to 
start the tuk of antara after completing 
vistara of sthayi. After singing the tuk of 
antara once and demonstrating the sama 
of sthayi, vistara portion is presented. 
Vistara (expansion) of Khayal is actually 
sancan-vistara. By arranging the svaras 
in the form of sahcarl-varna (to and fro 
movement), taking up 'S' (tonic) of 
Mudara (middle octave) or the vadl 
svara (sonant note), vistara progresses 
gradually from lower notes towards tara- 
saptaka (higher heptad). At the beginning, 
the svara arrangements are employed in 
Tha or vilamvit laya, but the more the 
progression moves towards tara, die laya 
changes from Tha to Tha-dun to 
Tha-dun-caugun and at the last stage 
dun- caugun (double and four time faster) 
[see: Tha]. When vistara ends in tara 
saptaka, the act of fiqrabandl starts. [In 
other opinion, it is assumed that vistara 
of sthayi completes when tara sthana 
is reached and at that time the tuk of 
antara is sung followed by vistara of 
antara. Caugun speed or mixed speed is 
applied for this tuk and the limit of vistara 
is expanded a little in madhya saptaka, 
and much more in tara saptaka.] 
In the art of fiqrabandl (see Fiqrabandl), 
the singer exhibits his own artistry by 
forming svara arrangements in dun-laya 
and caugun-laya at the end. In this artistic 
composition, a few words from the lyric 
are uttered in different manner and 
through those utterances the composition 
aims to express the inherent emotions of 
the lyrical words. The nature of the 
compositions in caugun-laya is like modem 
tana, but because of the use of varnas 
from the lyric, these are different from 
tanas. Now a days, tanas are applied 
after fiqrabandl. Some use sargam also 
The common practice of vistara in khayal 
is to use letters from the lyric. The custom 
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of rendering vist.ir.i with akara is also 
pievaknt [See; Fiqrabandl and Nibaddha- 
g!t«] 

(xi) CulnakS, NakS-e-gul — Amir Khusrau 
(I253A.D.-1324 A.D) introduced the 
gltabandha (classical composition) named 
Naks by mixing Indian systems with 
Persian Naks gita. A later variety of this 
gltabandha is called Niks-e-gul. Naks is 
.1 descriptive gita or gita of picture- 
literature. In this gita, when the word 'gul' 
is used in the lyric, depicting the beauty 
of nature, the tuneful song that is created 
is called Naks-e-gul, in short Gul-Naks. 
In Naks gita, parts of prose, parts of 
poetry and tilana were present. Gul- 
naks consists of only poetry. Language of 
gita is Persian, subject matter consists of 
descriptions of nature's beauty. It is sung 
in the style of Khayal, hence its choice of 
raga and tala is also like Khayal. But 
no difficult, complicated ragas or slow- 
heavy talas are used. Like chota-Khayal 
there are two tuks (stanzas) in this 
gltabandha but in its vistara, except for 
some imaginative fiqrabandl, no 
tanakartabs are existent, [see : Fiqrabandl, 
Tanakartabs] 

(xii) jat, Jat — It is not possible to mention 
any thing about the origin of these two 
words. To convey the meaning that it is a 
particular Prabandha-jati, it may be that 
the word jat has been used. Or the word 
'jat' also could have been used to imply 
that form of Kirtana, which used to be an 
ancient and famous form of gltabandha. 
This has some similarity with the very 
ancient Prabandhas, such as 'Vicitra' and 
'£ukacancu'. There are many tuks 
(stanzas) in 'Jat' gltabandha; each tuk 
is composed in a language of a different 
country, a different raga and a different 
tala, Sometimes, the language can be of 
different nature instead of different 
countries. Sometimes slackness is 
observed in maintaining the very difficult 



ruli's of observing differences in ragas. 
This gltabandha is sung in the style of 
Khayal. Its ragas and talas are included 
in the list of ragas and talas of Khayal. 
It is sung like Ragamala [see: Ragamala]. 
There is no alapa before the song and after 
completing the tuk, a short vistara is 
rendered in the same raga of the tuk with 
which it was begun and then the next tuk 
is started. The nature of these tuks is not 
the same as the modern tuks of Sthayi- 
Antara but more like the ancient Udgraha- 
Dhruva type of dhatu [see: Prabandha]. It 
is a gltabandha of two dhatus (stanzas) 
with many padas (lyrical composition) 
and it's first dhatu or tuk is Udgraha and 
the following padas are Dhruva. In 
modern times this Udgraha is called 
Sthayl and the Dhruva is called Antara 
along with different caranas or kalis or 
tuks (stanzas), 
(xiii) Tappa — Punjabi Kavval experts 
created the gltabandha called Tappa, 
by incorporating hqrabandls of Khayal 
in compositions. It is estimated that 
Tappa was born during the first part of 
17th century. During Aurangzeb's reign, 
its popularity attracted notice of the 
musicians. This wonderful gltabandha is 
not a thing that is uninfluenced or newly 
innovated. The name Tappa' has been 
in use in Punjabi folk songs over a long 
period [see: Tappa]; it is noticed that 
the language and subject matter of 
Tappa had been adopted in the popular 
gita of Punjab called Dapa from earlier 
days [See : Dapa and Thapa]. Hence it 
may be said that Tappa gltabandha is 
the changed new version of Tappa or 
Dapa prevalent in Punjab. The language 
of T a ppa is Punjabi, subject matter is 
love, advice, description of beauty, etc., 
associated with nayaka-nayika (hero- 
heroine). There are two stanzas in this, 
Sthayl and Antara. In reality, these two 
Stanzas are two parts of madh-drut- 
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fiqrabandl-vistara (medium fast expan- 
sion) of Khayal, with which Punjabi type 
of ornamentations, such as murak, rerak, 
zamzama, khatka, khadda, etc. [See: the 
respective terms] are utilised in a balanced 
manner. Dhun type of ragas are used in 
Tappa gitabandha, so much so that even 
when sometimes Tappa is composed in a 
raga, that raga is used like a dhun because 
in madh-drut fiqrabandl alapa (medium- 
fast expansion), stea-diness of a svara is 
overlooked, and characteristics of VadI, 
(sonant) Samvadi, (consonant) AnuvadI 
(other notes) etc., are sacrificed. Apart 
from dhun, this kind of application in 
compositions is not possible in the case of 
ragas and therefore dhuns are used in 
Tappa . [see: Dhun]. Talas of Punjabi theka 
are applied in this gitabandha, one of them 
is called Tappa-tala, while names of others 
are Punjabi, Addha, Sidharkhani. The tala 
played in Bengal is called Madhyamana. 
The Tappa of 17th century evolved in a 
beautiful manner due to the meritorious- 
ness of Shori Miya in 18th century. [See: 
SahgTta Guru]. In this process of evolution, 
particular special styles gained impor- 
tance, on account of which, as the compo- 
sitions acquired separate identity, so did 
the manner of vistara-alahkarana 
(ornamentation in expansion) receive 
different expressions. These special styles 
are called 'Ban' [see: Ban]. There are four 
varieties of Ban in Tappa, e.g. — Ladidar, 
Guthaodar, Fandadar, and Khaddadar. 
For the abundance in use of Ladi, Guthao, 
Fanda or Khadda alahkaras, (orna- 
mentations), each Ban assumed a special 
identity and in the bisara (expression of 
the full image of a composition) of each 
one, own individual method of orna- 
mentation (alahkarana) was maintained in 
a controlled manner, uninfluenced by 
others. 

There is no rule for doing alapa (expansion) 
before starting the song of Tappa. From 



sthayi starts the song. After completing 
Sthayi, sama is presented and then Antara 
is started. After singing the two tuks 
completely, bisara (expansion) with 
alahkara (ornamentation) begins. There 
are no fixed rules of bisara or vistara in 
the case of ancient Tappa; The normal 
custom is to perform mixed fiqrabandl or 
bol-bisara (expansion with words) in 
madhya (medium) and drut laya (fast 
tempo) with murak, rerak, etc. according 
to the meaning or sentiment of the song. 
In Shori Miya's Tappas, the rule is to 
perform bisara according to the Ban, 
meaining — that type of fiqrabandls are to 
be used giving prominence to alahkaras, 
which belong to the same nature of the 
Ban. The speciality of Tappa is to exhibit 
short vistara (expansion) with a few words 
of the song, like Khayal, then suddenly 
performing a tana, and come back to the 
beginning of the song. The tana complies 
with the nature of Tappa. [see: Tappa] 

(xiv) Thumri — During Muslim era, the 
regional nature of the Ramya-giti or 
Kavya-glti (lyrical song) changed, and 
was sung around Lucknow as an evolved 
style which was called Triumri 
gitabandha. Its other name was Barua 
or Barva glta. In 1700 A.D. it became 
famous as a distinguished gitabandha and 
it used to be presented with the help of 
Thumri or Barva type of ragas in a 
graceful way, enriched with sentiments 
(rasa). Like Kavya gltas, it is surmised 
that this style also had many padas, but it 
is not known if change of ragas or dhun, 
tala or laya (tempo) was undertaken for 
expressing bhava (sentiment), hence, it 
is not possible to say definitely that, this 
Thumri is the evolved version of Rupaka 
prabandha, although Thumri of later 
period is found to have some similarity with 
Rupaka prabandha. [see: Pada, Rupaka 
prabandha] 

Ann it w.i\ well omed In Ihet lassii .<l musi< 
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Conferences, Thumri attracted notice of 
the BlngerS Ol khayal and Tappa. With 
the result, Thumri became Khayal 
Oriented or Tappa oriented depending 
On i ire tims-tances. On the other side, 
I oming into contact with local Purvi-gita, 
it became slightly changed and rich in 
i Kanda (metre) and bhava (sentiment) 
m nature. To the public, Khayal-oriented 
Thumri is known as "Pachaova Thumri 
and Tappa-oriented Thumri as "Panjabi 
Thumri". Some call Pachaova as "Khadi 
Thumri". But there is no special name for 
the Thumri mixed with Purvi-gita. 
Sometimes it has been discussed as 
Tiirviya Thumri". The above mentioned 
three styles of Thumri remained 
unchanged till the beginning of nineteenth 
century. During this period of discussion, 
a type of light gita (song) expressing bhava 
(sentiment), used to be employed by the 
Natuas, Kancanls and others, during 
dancing by bais (dancing girls) in the 
durbars. By and by, this gita also was 
accepted as a variety of Thumri and 
because it was accom-panied by dancing, 
one section main-tained its name as Khadi 
Thumri. On the other side, some arranged 
many words in a limited space and sang, 
propagating this style in the name of 
"Cihanaksri Thumri". 
In modern Thumri, all the five varieties, 
mentioned above are found, but now-a- 
days, the gitabandha (lyrical composition) 
which is ascribed as Thumri, is the 
evolved Thumri that flourished during 
mid-19th century in two beautiful styles 
by Wajid Ali Shah, the Nawab of Lucknow 
and Sadiq Ali Kavval also of Lucknow, 
through their special inventive ability. 
These two developed Thumri styles are 
known as "Kahan Thumri" and Lacao 
Thumri. 

I he language of Thumri is colloquial 
BrjbhfisS, subject-matter is love, separa- 
tion, niyaka nayika bheda [see: Nayaka 



& Nayika-bheda]. Ragas used are simple, 
dhun type; tuks (stanzas) are two or more; 
talas used are Tin-tala, Sidhar-khani, 
Punjabi-theka. Later on, Jat (yat) tala of 
16 matras came in use in place of Punjabi- 
theka. Sometimes, Kawali tala is used in 
Thumris of restless or light nature, or fast 
laya. It has been possible to apply light 
talas and ragas of dhun type to Thumri 
because, it is Kavyagiti. During early life 
of Wajid Ali Shah, he and Kadar Piya 
composed many Thumris in Tintala and 
other light talas, out of which quite a few 
were Khayal oriented [see: Sahgita-gunI] 
Later, Wajid Ali Shah propagated Thumri 
as Natya-giti, (songs for dramas), full 
of sentimental emotions, by applying it in 
Natya and Nrtya-natya (drama and 
dance-drama). Because of the presence 
of both Natya (drama) and Kavya, 
(literature) Thumri at this time became 
the vehicle of expreessing refined 
emotions, and gave the opportunity to 
describe the language of the song in 
different ways through the medium of 
tune. This brought in the scope to present 
bhao-batlana (expressing emotion) 
inbetween chanda-vahulya (excessive 
rythmic patterns) of dance. As a result, the 
laya of Thumri became slow. On one side, 
Kadar-Piya's Khayal-oriented, medium 
paced, lyrical, compositions became slow 
in tempo in the effort to express emotional 
sentiments, on the other side, Wajid Ali's 
compositions, under the pseudonym of 
Akhtarpiya, became vilamvita (slow) in a 
new image of more than one pada to 
express proper emotions, and created a 
beautiful purport in an extensive 
movement, called "Kahan Thumri". 
Almost at the sametime, Khayal singer Sadiq 
Ali was attracted towards Thumri and 
became involved in improving the style, 
by applying beautiful undulated svara 
(note) arrangements, sometimes simple, 
sometimes with crooked Lacak-lapak 
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added vistara, he created a unique style 
of slow Thumri. This modified Thumri 
became known as "Lacao Thumri." [see: 
Lacak lapak] 

The song of Thumri starts from Sthayi 
(first stanza). Soon after finishing the 
stanza, act of "bol-banana" is required 
to be exhibited; portions of sentences are 
presented in many different svara- 
arrangements to express meaningfully, 
and in rich emotions, and in this effort 
many different alahkaras (ornamenta- 
tions) and short tanas are applied. This 
way, when vistara or visara (expansion) 
manifests the stanza in a proper manner 
and reaches tara-saptaka (upper heptad) 
Sthayi is completed. In this vistara of 
Sthayi just as there is no harm in applying 
extra svaras other than those prescribed 
in the dhun, similarly, there is no objection 
in using svaras of tara-saptaka at will. 
Soon after vistara, laggl is applied in 
Sthayi portion of Thumri; laya increases 
from fast to faster, pada (lyrical 
composition) is uttered in many different 
ways and various ornamentations are 
presented in accompaniment. [See: Laggl, 
Bol-banana]. This wonderful portion is 
completed with one or two short tanas 
without any gamaka (embellishment). 
After this, the tuk (stanza) of Antara is 
presented. But the custom is to keep 
vistara of this tuk limited. After visara, 
appropriate artistry of laggl is to be shown 
again to reach the end of the song. 

(xv) Visnupada — Gltabandha in praise of 
Visnu is called Visnupada. Visnupada 
was one of the varieties of ancient Gandha- 
ravaglti, but nothing is known about its 
form or nature. During Muslim era, the 
Bhajan glta (devotional song) set in raga 
and high class tala, sung among the 
Vaisnava sect, used to be called 
Visnupada. At the end of 15th century, in 
Mathura-Brindavan region a light type of 
Visnupada was created in praise .of Lord 



Visnu and his amorous sports, imitating 
sombre Dhrupada oriented KIrtana. In 
this gltabandha there used to be seven to 
eight caranas (foot in poetry) like the 
common Bhajans and except for the first 
Sthayi tuk, the rest were sung the same 
way as the Antara. But the manner of 
singing was devoid of any restlessness. 

In modern times Visnupadas [Bisen-pada in 
HindusthanI pronunciation] are sung as 
Dhrupada; it is sung rarely as Bhajan. The 
Visnupadas of this era are light in nature 
compared to the ancient variety. The 
manner of singing these is like Thumri, 
and tala is Tintala type. 

Though the language is Brjabhasa, these 
are not with depth and the subject matter 
is description of beauty or praise of Visnu 
or his amorous sports. Use of dhun is 
noticed more than raga in this 
gltabandha. Like Bhajan, Visnupada starts 
with Sthayi tuk and it is repeated a few 
times. Meanwhile, changed cluster of 
svaras and alahkarana (ornamentations) 
are sung tunefully according to the 
sentiment. After that different Antaras 
are sung. It is noticed that some variety is 
added to the actual tune of each Antara 
to enhance the beauty of the sentiment. 
Like general gltabandhas, after the 
completion of each Antara, repetition of 
Sthayi is a must. In this gltabandha, 
there is no scope for applying any kind of 
bant or tana, [see: Visnupada, Bant] 

(xvi) Caturanga — A particular variety of 
ancient prabandha was called Caturanga. 
This Caturanga became somewhat light 
in nature during Muslim era and was 
named Caturanga or Caturam glta- 
bandha. During very ancient days, when 
a prabandha used to be composed of four 
padas (lyrical compositions) in four 
different languages and sung in four 
different ragas and talas successively, it 
used to be called Caturanga. In 13th 
century, when Caturanga went through 
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changes, tena, pata, svara and pada or 
meaningful language were applied to four 
caranas (fool of poetry); raga was only 
One .nid the rule became to sing all the 
linn caranas in the same tala [See: the 
relevant terms]. In this gltabandha 
Importance of the subject matter of the 
caranas had prominence, and those four 
tuks were used to express those subject 
matters separately. In modern Caturanga, 
the .ibove mentioned rules are dealt with, 
but some changes are noticed in their 
arrangement. Now-a-days, the first tuk is 
composed of language which has the 
prominence of the word Caturanga, the 
second tuk is composed of a cluster of 
svaras or sargam, the third tuk has 
meaningless words of tilana and the 
fourth tuk is composed with the help of 
syllables of percussion instruments or 
pataksara. Some arrange' tilana-letters 
in the second tuk, and sargam in the third. 
Sometimes, even examples of songs are 
found, where the subject matter of four 
tuks are included in two tuks. In those two 
tuks of Sthayi and Antara, the Sthayi 
is composed of language, while Antara 
has sargam, syllables of instruments and 
words of Tilana. 
The style of singing Caturanga or Caturam 
is similar to that of Raga-mala. The 
gitabandha starts with the first tuk. As 
soon as the tuk is finished, madhya-druta 
(medium, fast) or druta (fast) visara 
(expansion) is performed. Then as per 
rule, one has to come back to sama (the 
main accentuated beat) and start the 
second tuk. After the tuk is established in 
tune, fast visara with sargam goes on. In 
this, action of chanda (rhythm) is more 
predominant. After the artistry of chandas 
is over, one has to comeback to 'sama' 
through the mukh' or mukhda (the first 
lew words Ol the ( (imposition). After this, 
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goes on with 'tana-nana-tum' ol tilana, 
chanda and yati [See: Yah], applied in a 
clever combination and manner. Suddenly 
the fourth tuk is taken while chandas of 
many varieties are going on and after 
completing the tuk, questions and answers 
of bols (syllables) of percussion instru- 
ments start. After a balanced application 
of questions and answers, with a tihai, 
(three times repeated phrase), the 
Caturam is completed on 'sama' of first tuk. 
The case in which words of tilana are in 
second tuk and sargam in third tuk, bisara 
of second and third tuk are done by 
uttering 'tananana' etc. and sargam, 
respectively. If sargam, etc. are in second 
tuk then, this tuk, which is Antara, is sung 
fully as per prescribed format and then 
visara is started. 

Modern Caturam is slightly light in nature, 
hence generally Tintala is used in it 
[Although Caturanga is composed with 
catuh and ahga (four different elements), 
yet, during later years it has become a 
subject of discussion as Caturanga]. 

(xvii) Trivata — The particular gltabandha 
composed of three tuks, where the first 
tuk has language, second tuk has sargam 
and the third tuk comprises of words of 
tilana, is called Trivata. There is however 
difference of opinion regarding the subject 
matter of Trivata. In the three tuks there 
are language, tilana, pata; or pata, 
tilana and language; or tilana, sargam 
and pata combined together. During 
Mughal era, Trivata or Tarvat used to be 
described as composed of two to three 
tuks. During more ancient times, the 
Prabandha called 'Tripatha', in which three 
dhatus (stanzas) consisting of pata, 
viruda and svara used to be applied, 
evolved into Trivata gltabandha by 
addition of language. In this process of 
change, language portion was used inplace 
of viruda portion, and following the pattern 
ol 1 1 Ibhangi prabandha', svara, pit* 
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and pada portions were accepted. [See: 
Viruda]. After Tripatha changed into 
Trivata, there were many changes in the 
body of subject matter also. But we are 
not acquainted with the ancient manner 
of rendering Trivata. The technique of 
singing modern Trivata is same as 
Caturahga and its nature is also light as 
Caturahga. 

(xviii) Tarana — The gitabandha which is 
composed of meaningless 'tana-nana-tum' 
in the first tuk and meaningful language 
in second tuk is called Tarana. Tarana 
gitabandha came into vogue in the 13th 
century. Amir Khusrau created this new 
type of gitabandha by changing a few 
older prabandhas. In this Tarana, 
sometimes meaningful 'rum — tana — nana' 
etc. words were used, and sometimes 
meaningful 'tana — nana' words were used 
associated with language. Though 'tana — 
nana' type of words were used in very 
ancient days in nibaddha giti like Stobha, 
Bahirgita, Kapala etc. and in Tennakarna 
type of prabandha, these were not gitas 
of Tarana class, [see: Prabandha] 

Tarana gltabandhas are generally sung in 
light talas of Khayal and in any raga. 
But sometimes, Tarana is presented in 
vilamvita (slow) talas, even in talas used 
in Dhrupada. But Tarana gitabandha is 
of the same nature as Caturahga, Trivata, 
and its style of singing is also same as 
those gltabandhas. Tanana, etc. words of 
first tuk are sung as per prescribed format 
and its visara is performed with those 
words. After that, pausing on 'Sama' (the 
main accentuated beat), second tuk is 
sung as per the set tune and visara is 
done with words. After visara, the song 
is completed by arriving at 'Sama' of mukh/ 
mukhda, the starting phrase. In modern 
Tarana, after this, chanda artistry may 
be shown as per custom, with 'tananana' 
in fast laya. 

(xix) Tilana— A variety of Tarana. In both 



the tuks of Tilana gitabandha, meaning- 
less tananana, etc., words are used. Amir 
Khusrau's name is also associated with the 
propagation of Tilana. The other name 
of this gitabandha is 'Sorbandh'. In the 
two tuks of Tilana just as 'Turn', 
'tananana', 'dani', 'dim', etc. words can 
remain , so, 'ala', Turn', liya' words also 
can be used or tananana in one tuk and 
alaliya etc. words in the other tuk could 
be added; mixed application of these 
words is also permissible. 
Tilana gitabandha follows the norms of 
singing of Khayal. After rendering the 
two tuks as per its set tune, visara 
(expansion) starts. The visara is carried 
on with tuntana-etc. words and gradually 
its tempo becomes faster. It is the custom 
to perform chanda (rhythm) variety 
towards the end of visara. There is no 
application of tanas, like Khayal, in this 
gitabandha. Generally Tintala and 
Ektala of madhya (medium) and druta 
(fast) laya (tempo) are used in Tilana. 
Seldom, one comes across Tilana set in 
Jhumra or Dhima tintala; the Tilanas 
set in dhima (slow) talas are called 
'Khayal numa. One or two Dhrupada 
oriented Tilana have also been 
composed. 

(xx) Ragamala — When a particular com- 
position is composed with different raga 
names in between lines of the lyrical 
composition and if those portions of the 
lines where raga names have featured 
are sung in those ragas mentioned there 
in, then the song composition is called 
"Ragamala" gitabandha. It has no 
similarity with any ancient gita-prabandha 
mentioned in the treatises. It became 
prevalent during the end of Muslim era. 
Ragamala gitabandha of two tuks, is 
normally sung in Tintala of Khayal-ahga 
but it may also be presented in talas of 
Dhrupada-ahga. The raga names that 
can be made out from the lyrical 
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composition may be related with nature 

■nd time <>l singing, or it may not be 

related at all. 
I he style of singing Ragamala is 
II miewhat strange. The raga in which the 
II ing starts, to the portion from where the 
next raga starts, is included within the 
\ IsSra-kriya (act of expansion) of the first 
rlga, and when the first visara-kriya is 
.nmpleted, the visara-kriya of the 
I 'i ii tli in of the song meant for the second 
rlga starts. The custom is to sing the 
whole song in this manner, step by step. 
I lowever, according to the wish of the 
singer, the sthayi and after that, the 
whole portion of antara can be sung in 
the preset pattern and then the vistara 
portion can be started. Vistara is also 
known to be presented after singing only 
the sthayi portion and returning back to 
the mukh/ mukhda (starting phrase). Some 
singers end Ragamala immediately 
after singing sthayi and antara. 

(xxi) Ragasagara — It is a variety of 
Ragamala, in which, many raga names 
.ire mentioned in a short span. The ragas 
may be arranged in many different ways. 
Some times they may be without relation; 
sometimes all the ragas may belong to 
day time or all the ragas may belong to 
night time. Sometimes the relationship 
may be from the angle of thata (scale). 
Raga-sagaras are composed with 
sargams (notes) also. The ragas are so 
closely knit in Ragasagaras, that there 
is no scope in it for vistara, and that is 
why it is different from Ragamala. The 
gitabandha is completed with the 
rendering of the set composition. There 
are two tuks (stanzas) in Ragasagaras 
also, but in many cases the whole song is 
composed within one tuk. 

(xxii) Svarartha — This is a very ancient 
gitabandha. It is called Svaratha gita- 
bandha, when ,1 song is composed with 
meaningful padaa (lyrical composition) 




composed with the initial letters of the 
svaras (notes), that is, S Ri G M P D Ni' 
and arranged in a proper manner, set in a 
raga. This gitabandha consists of two 
tuks and sung in talas applicable for 
Khayal or Dhrupada. 

Svarartha may be of two kinds. In one kind, 
padas structured by only Sargam (notes) 
are used; while in the other, bhasa-pada 
or language is also applied along with 
padas created with the letters of svaras. 
There is no special style of singing 
Svarartha gitabandha. After singing 
sthayi and antara, it ends on 'Sama' 
(most accentuated beat) of sthayi. 

(xxiii) Sargam — Particular gitabandha, the 
tuks (stanza) of which, through names of 
notes of S, Ri, G, M describe the image of 
a raga. This gitabandha has been created 
by keeping arohl, avrohl, calan, vadl, 
etc. of the raga undisturbed, taking the 
svaras of the raga and arranging them in 
language form. Generally, tuks of sthayi 
and antara are found in Sargam. Seldom, 
tuks, such as sthayi, antara, and abhoga 
or sthayi, antara, sancari and abhoga are 
used as in Dhrupada. In many respects, 
Sargam is like the image created when the 
bhasa (language) is eliminated from a 
notated song, though its own speciality 
cannot be ignored. [See: the respective 
terms] 

In a real 'Sargam' gitabandha, full of its own 
individuality, proper use of antaramarga 
and vidarl is found. Sargam gltas 
composed for the initial learners, seem to 
be like simple gats. Special Sargams are 
sung in medium and fast tempo. Sargams 
of madhya laya are of tha and tha-dun 
tempo. This gitabandha is presented in 
the style of Dhrupada or Khayal, hence, 
talas of Dhrupada and Khayal are used 
in it. [See, Tha, Antaramarga, Vidarl, 
Sargam]. After singing the set tuks of 
Dhrupada oriented- Sargam, visara is 
performed with the help of jod, and with 



B6 



SnAglll SifMa Komi 



tha-dun. In Khayal-oriented-Saragam, 
after singing each tuk, which is preset to 
tune, visara is applied mixed with 
fiqrabandT tanas. [See: Tha-dun, Jod, 
FiqrabandT] 

(xxiv) Kaul (Qaul) — A particular gita- 
bandha, propagated by Amir Khusrau, 
which had more than two tuks and the 
subject matter was prayer to Allah or 
narration in His praise. Generally, this 
gltabandha was sung in ragas, such as 
Iman, Bakhrej, Sajgiri, etc., and talas, 
such as Fakta, Kavvall etc., propagated 
by Amir Khusrau. Now-a-days Kaul is 
sometime presented mixed with 
Kalbana. Previously, the follower-singers 
of Khusrau were known as Kavval and 
used to sing this gltabandha. Kaul is an 
Arabic word, meaning — voice. This word 
was used to convey Allah's sayings in 
Koran, some prominent person's message, 
etc. Later on, Kaul meant song and accor- 
dingly, a special type of song used to be 
called Kaul in Persia. It is surmised that, 
the style of singing Kaul was like that of 
Kavvall, with ornamentation. It is known 
that bol-tanas (tanas made of words of 
the composition) were used in this style. 

(xxv) Kalbana/ Qaulbana — Kalba means heart 
or soul. The gita in which, desire to offer 
one's own self to God is expressed, is 
called Kalbana gltabandha. The name of 
tlie originator is not known; but, since it 
used to be sung mixing with Kaul, some 
opine that it originated from the designs 
of Kavvals. But, though the name of Kaul 
is available in the treatises of Musilm era, 
the name Kalbana is not traceable. 
Possibly, Kalbana or Kaul-kalbana 
originated as a variety of Kaul. To receive 
Allah or Muhammad's van! (message) in 
one's heart is the indication of this 
meaning, traced in the compositions of 
Kaul-kalbana or in gita-literature. But it 
is not possible to gel .my idea about the 
image I S albanS from tin:, literature, it 



has mixed language, Indian r&gas, and 
talas, such as — Sultala or Usiil-e-fakta, 
Kavvali. It has two to four caranas or 
khandas (sections), but these do not fall 
in the category of proper stanzas, like 
sthayi, antara, etc. During presentation, 
after completing first carana, second 
carana is sung, after which a slight rest is 
given and then third carana starts, and so 
on. Some call carana as tuk (stanza). 

(xxvi) Pancaranga, Pancaram — A modern 
gltabandha created after Caturahga, 
which, has three to five tuks, ahga or 
subject matters of five kinds, one raga, 
and Khayal-oriented Tintala. During 
ancient times, the prabandha that was 
called Catuh-ahga or Caturahga (other 
name, Caturmukha), was because of 
having four ahgas. Later on, this was 
taken as Catu+rahga and a few more 
gitabandhas were created with the suffix- 
rahga; Pahcaraiiga is one of them. It has 
five ahgas, e.g.— (1) Bhasa or language, 
(2) Svara, (3) Tena, (4) Pata and 
(5) Nrttavarna. In another opinion, it is 
a variety of Srirahga, in which, five 
different ragas are used in its five ahgas, 
or one raga and five kinds of talas are 
used. The style of singing, is like 
Caturahga or Jat. 

(xxvii) Saptaranga, Haptaranga, Haptaram — 
This is a modern gltabandha, which is a 
variety of Caturahga or £rirahga. 
Saptaranga, which is of the same nature 
as Caturahga, has seven ahgas, namely (1 ) 
language, (2) notes, (3) words of 
auspiciousness, (4) Bols (syllables) of 
string instruments, (5) Bols of nrtta 
(dance). (6) Bols of anaddha vadyas 
(membranophone), (7) Bols of ghana- 
vadya (idiophone). Saptaranga which is 
of the nature of Srirahga, has seven bhasa 
(language) padas. Each pada or tuk 
(stanza) is sung in different ragas and 
different talas. It can even he sung in one 

rSga and sever talas. 



(xxviii) Nooning— A modern gitabandha 
i rested by assembling nine rSgas of the 
same type. It is a variety of Riga-sagara. 
My .mother opinion, it is the modern 

I rsion of Raga-kadamba prabandha. 
Some opine that it is an imitation of 

Pi itillesvara prabandha. According, to 

the last opinion, in the different portions 
ol the mllricnt tuks (stanzas) of Naorahg, 
there are (1) BhSsa, (2) Svara, (3) Tena 
(winds o( .nispii iousness), (4) Varnas 
(• \ ll.il'li ■•) ol tata (string instruments), (5) 
I'.it.i (syllables) of anaddha (membr- 
anophonc), ('') lala pata (syllables) of 
K ,iinsya(idiophime), (7)differen( tala-gati 
(movement ol lala), (H) Susira pata 
(syllable* ol aerophone), C) and Viruda 
(wot. Is ol praise) Style ol singing is like 
Kagasag.ua 

(xxix) Ijiksivuigiln A romposition is called 
l.aksanagita, when it contains padas 
(composition) that describe and explain 
specific laksanas of a raga meaningfully. 
( ienerally, it has two tuks. The subject 
matter is — necessary description and 
ex] > I, mat ion of mela or thata (scale), nature 
ol svaras used, raga-jati, arohi, avrohi, 
vadi, samvadi, anuvadi, vivadi, pakad, its 
special movements [See: the relevant 
terms]. In ancient Laksanagita, more than 
two tuks (stanzas) were also noticed, 
l aksanagita may be Dhrupada-oriented, 
but generally it is sung in Khayal style. In 
this, tilas ol Dhrupada style and simple 
I. ilas of Khayal style are applied. The style 
ol singing is simple; by singing sthayi and 
antara, its whole image is expressed fully, 
and hence there is no need to add visara. 

liy South Indian or Karnataka gitabandha, 
llir following few varieties, are meant: — 
(i) Kirtanam, (ii) Krti, (iii) Padam, 
(iv) [*vali, (v) Till, ma, (vi) Raga- 
mlliki, (vii)Varnam, ( vi ii) Prabandha, 
(ix) Svara-jati, (x) )ali svaiam, (xi) C.itam. 



Explanations ol these varieties are as 

follows: — 

(i) Kirtanam — Simple Karnataka songs and 
gitas composed of literature depicting 
religious themes or devotional sentiments 
or matu are called Kirtanam gitabandha. 
In Kirtanam, lyric is more important; tune 
is only the medium. The subject matter of 
lyrical composition consists of prayer to 
God, stories from Puranas, messages 
bearing advise. At the end of the lyric, the 
name of the composer is sometimes found 
to be mentioned. Kirtanam was born in 
the mid 15th century and it went through 
changes during the first part of 19th 
century. Kirtanam originated from ancient 
bhajan type of songs of Karnataka 
paddhati which underwent changes and 
emerged as Kirtanam, under the influence 
ol talented pundits of music, such as 
I illapakkam. In ancient period, Kirtanam 
had three tuks (stanzas), — (I) Pallavi, 
(2) Anupallavi, (3) Caranam [See: Tuk] 
Ancient Kirtanam was composed in Telegu 
language. After that, Kirtanam was 
composed in other South Indian languages 
and Sanskrit. Kirtanam starts with the set 
composition of Pallavi, on completion of 
which visara (expansion) of the lyric is 
performed in different tunes. After each 
visara, the main portion of Pallavi is 
recited. After this, Anupallavi is sung in 
set pattern as mentioned above. After 
visara is completed, Pallavi is sung again. 
Caranam, in its set tune is sung thereafter 
as a rule. Though, there is no visara in 
Caranam, different tempo is presented in 
the set tune. After this, Pallavi is sung to 
complete Kirtanam. [See: Kirtana 4] 

(ii) Krti — The general meaning of Krti is 
nibaddha gita (set composition), and 
according to this meaning all types of 
Karnataka gitas bound by tala could be 
called Krti. But, Krti generally is used 
in a specific meaning and hence, it means 
,i gitabandha which is set in classical raga 
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and tala and manifests excellently, the 
image, rasa (sentiment), and beauty of a 
raga. In Krti, imaginative tune expressed 
artistically is most important, literature is 
only a help for expression. Both simple 
and complicated ragas are used in it and 
its literature is composed generally on 
popular themes, although the number of 
compositions on religious themes is not 
much less. Actually, Krti is a gitabandha 
of 18th century, which underwent changes 
under the influence of Thyagaraj, Shyama 
Shastri, Muthuswami Diksitara and others, 
and has assumed the modern, bhava 
(emotion) rich image. Krti has been 
composed in different South Indian 
languages. In some Krti, mixture of more 
than one language is found. Those are 
called 'ManipravaT Krti. Normally there 
are three tuks (stanzas) in a Krti — 
(1) PallavT, (2) Anpallavl and (3) Caranam. 
In some cases there is no Caranam after 
Anupallavl, and the number of tuk 
becomes two, the aggre-gate of the 
second is called Caranam. The number 
of Caranam in a Krti can be more than 
one. Its style of singing is like KTrtana; 
but after the set song is com-pleted, 
visara (expansion) is presented in 
anubandha, i.e. the extra portion of Krti. 
First, a few 'Cittasvara' are applied; after 
that, sentiment of the raga is exhibited 
with the help of imaginative svaras and 
literature in a specific manner. Distinguished 
Krti singers create excell-ence by 
applying sahgati, madhyama-kala 
sahitya, "collukkettu" svara, etc. on one 
hand, and on the other, exhibit excellent 
variety in vistara, by skilful use of yamaka- 
yati. [See: Cittasvara and other terms] 
(iii) Padam — A composition in sweet 
melody, sung in simple raga and tala, in 
slow tempo. There are three tuks in this 
gitabandha. Composition or lyric 
expresses srhgara rasa (sentiment of 
love). Padam gitabandha practised in 16th 



century w.is devotional. 1 owards tin- end 

of 17th century, Padam changed into a 
gitabandha of madhura-rasa (sentiment 
of suavity), due to the influence of 
musician Ksetraiya. The tuneful image of 
this gitabandha assumed a graceful, melo- 
dious nature expressing the tender feelings 
of nayaka-nayika (the lover and the 
loved one). Its caranams were more than 
one in use. Yamaka (pun) and svaraksara 
(letters denoting notes) created novelty 
in application in the lyric. Later on, due to 
its sweet tune and emotion, it was applied 
in Bharata-natyam. Padam is sung in a 
set pattern, in the same manner as 
Kirtana. But after it is rendered, act of 
visara is performed with simple sahgati. 
[See: Sahgati2] In some compositions, 
while singing in slow tempo, sahcara 
(vistara, depicting the portion of the 
gitabandha) [See: Sahcara 2] in medium 
tempo is applied at the end of anupallavl 
and caranam. 

(iv) Javall — This particular gitabandha, 
called Javall, has literature, that is 
dominated by srngara rasa: it is of three 
tuks, sung in common ragas, and simple 
talas in medium tempo. It came in vogue 
in 19th century. Generally, the language 
used is corrupt with vulgarity and its 
subject matter is physical love. Its tune is 
brisk, and entertaining. To make it more 
attractive ragas in mixed forms are also 
used. The caranams are sometimes more 
in number than one and some times 
anupallavis are left out. The manner of 
singing is like KIrtana. All the caranams 
are sung in the same tune, sometimes in 
the tune of anupallavl or in a mixed tune 
of pallavi and anupallavl. Seldom, appli- 
cation of sahgati is observed in Javall. 
Use of yamaka or pun is found in one or 
two compositions [See: Javall]. 

(v) Tillana — A gitabandha created after 
North Indian Hindusthani Tarana, 
consisting of three stanzas; Sahitya, 
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(literature) and meaningless words or 
•.yllables ol instruments and t.ilas of fa.st 
tempo are applied in this. Tillana was 
i i cited at the end of 18th century A.D. 
I In OIM hand it is sung as a distinguished 
KNlg tit for a sabha (assembly), on the 
Other, it is presented as a part of dance 
ret Itala and kathakata (art of narration) 
txp ressing variety. Pallavi and Anupallavl 
I I lillana are constructed with meaning- 
ItM collukkettu or solakattu words. In 

I Branam, there is a mixture of sahitya 
(literature) and solakattu. Svara arrange- 
ments and variety of tempo in tala of 

I I liana is entertaining. The style of singing 
1 illana is like Kirtana. [See: Collukkettu]. 

(vi) Ragamalika — Similar to Ragamala of 
North India, it is a particular South Indian 
gitabandha, whose sahitya is divided into 
small portions, sung in different ragas. The 
first khanda (portion) is called pallavi. At 
the end of each khanda, there is cittasvara 
and after that mukuta svaras are used in 
order to meet at the beginning of pallavi. 
[See: Cittasvara, Mukutasvara]. Generally, 
cittasvara is applied in a few cycles or 
avarta, and mukutasvara is confined to 
only those very few avatars, which are 
needed to reach or return from its last 
ivarta or avrtti to the first portion of 
pallavi. Mukutasvara is sung in the raga, 
applied in pallavi. The style of singing 
Ragamalika is similar to Ragamala, but its 
each khanda is complete by itself like 
caranam and is enriched by cittasvara and 
mukutasvara. There is no visara 
(expansion) of the ragas like Ragamala 
but after singing the set composition, 
application of cittasvara and mukutasvara 
of each raga in an abridged form, is 
allowed. 

(vii) Varnam — Particular gitabandha of 
Karnataka, sung in Abhyasagana [See: 
Sahglta], Sabha gana and Nrtya gana. 
The special characteristic of Varnam lies 
in the application of correct sancara [See: 



S.nu .11.1 1 to fully unfold a raga and the 
sentiment of the raga. 'Varna' is a very 
ancient gitabandha which used to be sung 
in Karnata language, with svara (notes) 
and pata (syllables) even before the time 
of musicologist Matahga. It appears, that 
this Varna-prabandha changed into 
modern Varnam. Varnam is of four kinds. 
(1) Coukavarnam, (2) Padavarnam 
(3) Tanavarnam, (4) Dharuvarnam. 

(1) Coukavarnam — A particular variety of 
Padavarnam which is gitavarnam in slow 
tempo. It is applied in Bharata-natya 
(dance style) with sahitya (literature) of 
Srhgara-rasa (sentiment of love), 
ahgas (elements of composition) of 
pallavi, anupallavl, caranam and 
cittasvara. Sometimes sentiment of 
devotion is also expressed in the lyrical 
composition. There is no restriction in the 
application of solakattu (syllables of 
instrument). During singing the set 
composition, imaginative vistara (expan- 
sion) of pallavi and anupallavl is allowed. 
Many cittasvaras are used at the end of 
caranam and imaginative vistara also may 
be added to caranam. [See: relevant 
terms] 

(2) Padavarnam — It is like Coukavarnam, 
but more of cittasvara, added with svara 
and sahitya, is found in it. During the 
rendition of the set composition, raga- 
alapana is performed in between as a 
rule [See: Svara sahitya, Ragaalapana] 

(3) Tanavarnam — This varnam, sung in 
medium tempo, is used in abhyasagana. 
[See: Abhyasagana]. It has three tuks 
or ahgas (stanzas) called pallavi, anu- 
pallavl, caranam, and cittasvara is used 
with anupallavl and caranam; but there 
is no rule to apply kalpana sancara 
(imaginative expansion) in the set 
composition. Its cittasvara never gets 
adorned with sahitya (literature) or svara- 
sahitya (literature with notes). 

(4) Dharu varnam— The South Indian 



pronunciation of Dharu is Daru. Accor- 
ding to Karnataka opinion Daru is born 
out of the ancient word, 'Dhruva'. Dharu 
or Daru is related with natyagita. 
Dharuvarnam is nourished with sahitya 
(literature) of srhgara-rasa (erotic 
sentiments) and Dharu has three tuks- 
pallavi, anupallavY and caranam. 
Anupallavl and caranam are added with 
solakattu and enriched with cittasvara. 
(viii) Prabandha — Karnataka prabandham 
is a variety of avyasa gana, which has 
svara-sahitya and uses solakattu mixed 
with sahitya. There are four kinds of 
prabandha — (l)Sadharana-praban- 
dham, (2) Grahasvara-prabandham, (3) 
Jmrahga-prabandham, (4) Kaivar- 
prabandham. 

(1) Sadharana-prabandham — In this, 
there is plenty of mixture of Solakattu with 
svara-sahitya. 

(2) Grahasvara-prabandham — In certain 
places of its svara-sahitya, svara-aksaras 
are used; but it is different from the 
sargam applied in tune and due to that 
reason, it is of different nature from 
Svarartha-gitabandha. There is little use 
of solakattu in it [see: relevant terms] 

(3) Srirahga-prabandham — The name of 
Srirahga is available in the ancient 
gltaprabandha. Though there is similarity 
in name, Karnataka fsrirahga has 
changed into a different shape. In it, the 
language of music is mixed with Jati, 
meaning Pataksaras (syllables) of 
instruments. In between sahitya (litera- 
ture), there are some portions sung with 
the letters A (3T), I (i) etc., 

(4) Kaivar-prabandham — This prabandha 
evolved out of ancient Kaivada and is 
called Kaivara-prabandham in Karnataka. 
In this, svara-sahitya (literary compo- 
sition) enriched with pataksaras 
(syllables) of vadya is used. The subject 
matter of this sahitya is to sing the praise 
of Lord. 



(ix) Svara jati — a variety of avyasa-g.ina. 
This Karnataka gltabandha is used as an 
ahga or part of dance. In the past, there 
used to be a Vadya-prabandha called 
'yati', in which syllables of vadya 
(instruments) used to be applied in a 
special manner. In 16th century, a nrtta 
(dance) variety was born called 'yati', in 
which syllables of vadya used to be 
expressed through footwork. Mention of 
this is available in Sangitadarpana. The 
word 'Yati' got transformed into Jati in 
South India, meaning solakattu 
(syllables). Gradually, Yati-prabandha and 
Yati-nrtta were mixed and got changed, 
and gita-prabandha was introduced in 
Karnataka, from which originated 
Jatisvaram and Svarajati. It is estimated 
that before Svarajati, Jatisvaram originated 
through changes in Yati-nrtta, although 
some opine, that Svarajati is a gltabandha 
of 18th century and Jatisvara originated 
in the beginning of 19th century. Initially, 
the amount of Jati used in Svarajati was 
not little but during later period use of Jati 
was prohibited, but the name was not 
changed. New Svarajati has three ahgas 
(stanzas) — pallavi, anupallavl and 
caranam. Sometimes anupallavl is absent. 
Many caranams are used in this but their 
length varies. In weaving the tunes of 
these, svara arrangement is done in such 
a manner that always there is a proper 
sequence in the adi-svaras [See : 
Adisvara] of the preceding caranams. The 
sahitya (literature) of Svarajati may be 
of srhgara-rasa, eulogy or greatness 
of God. 

(x) Jati svaram — A variety of Karnataka 
avyasa-gana, which is applied in 
Bharata- natyam dance. In the primary 
stage it was a gita-bandha, made up of 
vadya-pataksara (syllables of instru- 
ments), whose pallavl, anupallavl and 
caranam ahgas (stanzas) were sung in 
special r.i^.is and talas. In the later period, 
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its .ihg.is were made up with svara- 
aksaras, meaning S Ri GM P D Ni, like 
Sargam gitabandha; for this reason, it 
acquired .mother name- 'Svara pallavl'. 
Pallavl in Jatisvaram has two to four 
Svartas (cycles); number of caranams is 
three to five. In its svara arrangement of 
caranams, same procedure as caranams 
of Svarajati, is noticed. [See: Svarajati] 
(xi) Gitam — A special variety of avyasa- 
glta, which, is to be practised after 
learning primary 'Avail' and alarikaras. 
This gitabandha was created to express 
image of a raga clearly. Normally, its 
talas are simple and tempo is medium. 
There is no pallavl, anupallavi and 
caranam in gitam. For this reason, the 
song is sung from the start to end, in the 
set pattern, without repetition. The 
language of gitam is Sanskrit, Bhandlr or 
Kannad. The subject matter of the lyrical 
composition is prayer of God or description 
of raga-laksana. Gitam is of two kinds 
accroding to its subject matter — (1) 
Laksya gltama and (2) Laksana gitam. 

(1) Laksya gitam — Its other names are 
Sadharana, Samanya, Sancari and Stuti 
gitam. This gitam was composed in 14th 
century A.D. Purandaradasa provided for 
its improvement. Laksya gitam may be of 
one, two or three khandikas (stanzas). 
GItams which are of three khandikas or 
padas, are callad 'uttama'. The first 
khandika of Uttama-gita is called 
udgraham, the name of second khandika 
is abhogam and the name of third 
khandika is mudra. The song ends with 
the first line of the first khandika; the rule 
is to call this line 'Dhruva'. 

(2) Laksana gltam — It is inferred that Laksana 
glta originated in mid 17th century A.D. 
I he varieties of Laksana gitam prevalent 
are, Rag3hga-raga,Mela-raga,Janya-raga, 
ttC. The subject matter of this gitam is 
discussion on arohi, vadi, samvidi, 
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.muvadi, vivadi, varjyasvara, thaya, etc 
of raga. [See: relevant terms] In this 
gitabandha, 'are', iya' (3#, JQ) etc. words 
are used; these are called 'Matrka pada'. 
[See: Sahglta] 
Gitanga ('flaifi-) — Those elements with 
which true gltas (songs) are created and 
nourished, e.g. — (1) Sahitya or orderly 
arrangement of words, (2) Svara, (3) 
Dhatu, (4) Ahga, (5) Varna, (6) Alahkara, 
(7) Gamaka, (8) Sthaya, (9) Tala, (10) 
Mana, (11) Chanda and (12) Rasa [ancient 
meaning of dhatu is tuk (stanza); ancient 
meaning of ahga is — svara, tena etc., other 
words are to be seen at their proper 
places]. 

GitangI ('fldltfl )— Teoda or Tivra tala. 

GItabandhas, set on these talas. 
GItanuga ('Hcii^'i) — Follower of gana (song) 

i.e. vadya/instrument. The player, who is 

expert in following all types of songs. 
GTtalahkara (jfalelfR)— 'Ya', 'ya', 'oiya', etc. 

meaningless words with which padas 

(foot in poetry) of gana-sahitya (lyric of 

a song) are filled up. 
Glti Cftfa) — Variety of ancient Gandharva- 

gana, e.g.— 

(a) Caturdasa-gtti — Rk, Gatha, Sama, 
Panika, Vardhamanaka, Asarita, 
Chan-daka, Madraka, Aparantaka, 
Ullopya, Prakarl, Obenaka, Rovinda, 
Uttara. 

(b) Eka-glti — Bhasa. 

(c) Tri-giti — Bhasa, Vibhasa, Antarabhasa. 

(d) Caturglti — MagadhI, Ardhamaga- 
dhl, Sambhavita, Prthula. 

(e) Panca-giti — Suddha, Bhinna, GaudI, 
Besara, Sadharanl. 

(f) Sapta-giti — Buddha, Bhinna, GaudI, 
Besara, Sadharanl, Bhasa, Vibhasa. 

(g) Asta-glti — Saptaglti, along with 
Antara-bhasa. 

(h) Natya-giti — Dhruva. 

(i) Brahma-giti — Kapala, Kambala. 
GTtir laksana pftfilT cT^PT)— Laksana 
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(distinguished signs) of giti — (1) Svara, (2) 
Varna, (3) Alarikara, (4) Pada, (5) Vidarl, 
(6) Vrtti, (7) Kala, (8) Tala. [See : the 
relevant terms] 

Glti-nafya OflfrtHId^) — The natya (drama) 
which is enacted on the basis of the lyrics 
and has its sentiments expressed through 
the medium of melody [See : Natya]. 

Gitika (JTtftrasT) — Gatha; Tiny/short song. 

Guji (Tjfa)— Goj; Khuti; Kllaka; Kan. (Peg). 

GunjI-kanara C5«ft=FHTT)— The name of a 
particular raga. 

Gudri C£5&) — The roll made of leather used 
on the underside of tabla. 

Guna OpO — Gunana. Introductory word or 
pada. It is being used as the anukhanda 
or last portion of the pada, or is adorned 
as the last portion of samasa (compound), 
to help express merit or temperament or 
good instinct of the earlier portion. Exa- 
mple — gayana-guna, glta-guna, sabda- 
guna. Word which denotes the changed 
dimention in laya (tempo) e.g. — Dviguna 
(double), Triguna (three times), etc.. 

Guna-yukta-raganama (H"l^kHHMIH) — 
Raga names with the word guna as a 
prefix-Gunakali, Guna-kalyana, Gunakri, 
Guna-todI, Gunavanti, etc.. 

Gunakara ('JU|*K)— Guru. 

Guru Cpff) — The singer who infuses 
excellent rasa (sentiment) and beauty in 
songs. One who can display wonderful 
skill and creative power in practical music 
by his natural ability in music. One whose 
untrained skill in music is unparalleled 
and novel. 

Gunl-srotar-laksana (Troft ^^TT rT^T) — 
Laksanas (signs) of a guru listener. The 
essential gunas (qualities) required to be 
a real knowledgeable listener, are — 
(1) knowledge of glta ahga (elements of 
composition) (2) intelligence to judge, 
(3) free of attachment. [Normally the 
laksanas are written in adjective. Hence 



(1) one who is knowledgeable in gita-ahga, 

(2) able to judge, (3) one who is free from 
worldly attachment]. 

Gundu CTf ) — Manakkai; Tamil termino- 
logy for Manka [See : Manka] 

Guthao (3«n3ft) — Longish ladi; Large firat 
with cakradar. A mixture of long, simple 
and complicated syllables. [See : Ladi, 
Firat, Cakradar] 

Guthaodar C3«TT3Tt^R) — A particular variety 
of Tappa. [See : Jappa] 

Gundhani (Tprft) — Name of a particular 
raga. 

Guptasvara (|]k1W)— The svara, which is 
applied in an inarticulate/indistinct 
manner, in a raga. The svara, the manner 
of application of which is kept secret. That 
svara (note), the art of application of sruti 
(microtone) of which, has to be learnt from 
experienced gurus, who are experts in 
practical science of music. 

Gubgubi HpTTfa) — Ananda-laharl, an 
instrument. [See : Vadya]. 

Gumphita C^f^THT) — Particular gamaka 
(ornamentation) [See : Gamaka]. 

Guru (JJF) — Vilamvita (slow); the sum total 
of two laghu or matras of medium tempo 
[See : matra]. 

Guru-meru (^ ^0 — A particular type of 
prastara, act of expansion of tala [See : 
Meru]. 

Guru-sarasa (^TTTOT) — (Guru-Sarasa, 
Guru-Surasa)-Raga born out of mixture of 
more than two ragas of Malaga raga. 

Gul-naks (TT?!- 1 ^!,)— Naks-e-gul. [See : 
Gltaprabandha] 

Gulal ('jo-iitf) — Name of a particular raga. 

Guli C^fa) — Wooden pipe shaped objects, 
which are used in Pakhavaj and Tabla 
between the leather strips and the wooden 
drum, to maintain the tension of the strips. 
[Its other name is gatta or ghat] 

Gulu CFI)— (P=Griva) The place ol joint 



between d<™di (finger board) and tumba 
(belly) 

Grha (ij*)— Girha; Graha. Sthayl. Arhsa. 

[See : the relevant terms] 
Gejjai (^5) — Cluster of small bells worn 

round the ankle. 
Gettuvadyam ('"Hc||<^)_A particular 

type of Karnataka string instrument that 

maintains tala. 
Gettusvaram (*trpTT*0— Sargam (notes) 

which measures the same as one cycle 

(avrtti) and is applied in the middle of the 

last portion of the lyrical composition. 
Geya (^T) — Matu; Bhasa (language). 

Composition suitable for singing. 

Particular variety of nibaddha-gita (tala 

bound composition). 
Geya-nataka (fa-TO^O — Glti-natya (opera). 
Geya-pada (jta-^) — Variety of lasya-nrtya 

(faminine dancing). Pada (composition), 

suitable for singing. 
Gesna-Gesnu pfar, ^Wj)— The leader of 

Sama-gana (Vedic singing). 
G5j-Kan (»Jfe ^R)— [See : Kan] 
Got (nte)— Cati; Kani. (The rim of tabla type 

of instruments). 
Gotu ( 7 ft§) — Gotu vadyam, an instrument. 
Go\u vadyam ( 7 n*^ ^TSH?) — Particular 

Karnataka string instrument. 
Godohana OftetFI) — Particular sadava 

suddha tana (Hexatonic note arrange- 
ment) of madhyama grama. [See : Tana, 

Grama] 

GodhanT (*TtKpft)— Name of a particular 
raga. 

God ha Cnt^TT) — Name of a particular Vedic 

instrument. 
Godhull-gauri ( r ft*Jcft- 7 M) — Name of a 

particular raga. 
Gopl-kamoda ( T rt T TfamT^)— Name of a 

particular raga. 
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Gopi-cad pWNh) — Gopi-yantra [See : 
Vadya] 

GopT-basanta ( 7 ft 1 ft f*iti) — Name of a 

particular Karnataka raga. 
Gopi-yantra ('ilwln) — Name of a particular 

instrument. [See : Vadya] 
Gopuccha ('ilyw) — Name of a particular yati 

[See : Tala] 
Govinda Vijay ('iifcK f^srq) — Name of a 

particular raga. 
Gomahgala gana (ntTfeflH) — A particular 

type of folk song [See : Lokagitaj. 
Gomati-Kalyana (%Rft <*>cqi u i) — Name of a 

particular raga. 
Gomukha (TfrgTsT) — A particular conch-shell 

[See : Vadya]. 
Gorakha CTtng)— Other name of Raga 

Kedara. 

Gorakha-yukta raga-nama CltTS ?£RT TTT- 
^TT) — Names of ragas with Gorakha as 
prefix-Gorakha-kalyana, Gorakha-bela- 
vala. 

Gorakha-Sevara-gana (Htva ifrm nn)— 
Gomahgala gana-a type of folk song. 

Goli OTtfa)— Gatta; Guli. [See : Guli]. 

Go-srhga ('ii^O — Name of a particular type 
of horn [See : Vadya]. 

Gosthi- Vadya (rfc^tara) — Assemblage of 
Kutapa (orchestra); Assemblage. 

Gaud Ofte) — Name of a particular raga. 

Gaud-yukta-raga nama Ofte-^-TPTHR)— 
Raga names with Gaud as prefix — Gaud - 
kali, Gaud-kanara, Gaudgiri, Gaud- 
belavala, Gaud-mallar, Gaud-saram, etc.. 

Gaud-Khemta (rfrf-wfel ) — Gad-khemta 
tala. 

Gaudar, Gaudhara 0fr5R, 'ftseiO — Gwalioi 
bani of Dhrupada gana. [See : Bin!]. 

Gaudhar-saram {Tfr^m wt) — Name of a 
particular raga. 

Gaudi 1 iaudi-giti; ( liti with '( >hati' 
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svaras, and adorned with closely arranged 
gamakas (embellishments) in mandra- 
madhya-tara sthanas, (lower-middle- 
upper octaves) in an unbroken manner. 
[See : Pancagiti, Ohati]. 

Gaudi 2 Cfrst) — Name of a particular raga. 

Gaud-manoharl Ontf MHlgfl)— Name of a 
particular raga. 

Gaund (rfcrg) — Name of a particular raga; 
God. 

Gaund-gulsan J j,ci«i) — Name of a 

particular raga. 
Gaur-yukta-raga nama CffT ^ TFT — 

Raga names with the prefix Gaur — Gaur- 

kalyana, Gaur-mukhi, Gaur-saram, etc.. 
Gaura-candrika (TftT ^P^"*i) — The first part 

of Kirtana of Bengal, in which description 

of beauty and attributes of Gaurahga 

(Caitanyadeva), are depicted. 
Gaura flkl) — Name of a particular raga. 
Gauranjani (<1Wi<*>i-il ) — Name of a particular 

raga. 

Gauri CM) — Name of a particular raga. 

Gauri-yukta-raganama (' r M-'3^T-TFT ^FI) — 
Raga names with the prefix Gauri — 
Gauri-keli, Gauri-basant, etc.. 

Gaul (tfffl) — Gaud, Gaur. [Two kinds of L (cl) 
Varna (letter) are prevalent; one is from 
murdhva, (cerebral letter), the other 
antyastha (closing letter). The one from 
murdhva is differentiated by putting a 
dot under L (cT)]. 

Gaul-Sari ram ('Tlw *ii(Uh.) — Solid deep voice 
[voice, that is not deep is called sanna- 
sariram, in Karnataka]. 

Graha 1 (TIF) — Dhartai. The starting svara 
of a raga. Amsa-svara. 

Graha 2 (W) — A particular prana (specific 
sign) of tala. [See : Tala] 

Graha 3 (TIF) — Those aksaras (syllables) of 
mixed vadana-kriya (act of playing) of 
mrdahgas which were used in ancient 



days in successive arrangements, in 
different margas [See : Marga] 

Grahabhedam (TJF^^)— Creation of 
different scales from the main scale by 
shifting the tonic (sadja). 

Grama (UTR) — In ancient days, three 
gramas (musical scales) were created 
because of the change in gandhara svara 
(the third note). The position or nature of 
the gandhara which used to be in the 
descending scale, became different in later 
period in the ascending scale, and hence 
the main scale changed into three types. 
Thus, instead of saptaka (heptad), their 
name became grama. The main 
sopanaka or saptaka was named Sadja- 
grama; in the second one, as madhyama 
svara (4th note) became S a dja (tonic) it 
was called Madhyama-grama, and the 
third one had gandhara, 3rd note, as its 
Sadja (tonic), and hence, named 
Gandhara-grama. [See : 6ruti]. 

Grama l(TirR) (musical scale) — A particular 
saptaka (heptad) constructed by the 
different and special combinations of 22 
£rutis (microtones). [See : Saptaka]. The 
reason for the difference between saptaka 
and grama is catuska (tetrachord) and 
unique application and mixing of antara 
(interval). [See : Antara] In ancient India 
three types of catuskas were created [See : 
Catuska], 

(1) Devas and Gandharvas (the two Vedic 
sects who lived in high mountainous lands 
in Western Himalaya region) had three 
catuskas, which were created by the 
madhyantara type of svaras. [See : 
Antara] 

(2) Catuskas of Pitr and Yaksas (the two 
sects who lived in Pitraloka or plateau 
region of Western Himalaya region) were 
made of svaras of Ksudrantara, 
Brhadantara and Madhyantara type 
respectively, and 

(3) the Catuskas of Usi (seers or the philoso- 
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phert) and manava (humans/common- 
people) were created by arrangements of 
svaras having Brhadantara, Ksudrantara 
and Madhyantara nature, respectively. 
[See : Catuska, Antara] Saptaka (heptad) 
could be created over a specific Catuska 
with the help of re-establishment of the 
catuska. [Svarantara — interval between 
two suddha (natural) svaras]. Example — 
of No. 3. 

8 2 l 

Madhya<- Ksudra «- Brhat [( Svarantara)-interval 
(M) (Ks) (Br) between two Sudha 

(natural) svaras] 

Meaning — 6 5 4 3 2 1 
Interval : M <- Ks <- Br <~ M <- Ks <- Br 
(Vedic): 6-7 5-6 « 3-4 2-3 1-2 
(Modern): D-P Ni-D S-Ni Ri-S G-Ri M-G 

[See : Saptaka] 
But the gramas were created by the earthly 
man by placing the Catuska of mankind 
over different Catuskas. Example 
(popular and worldly catuska, of 
descending order) : 

I M <- M «- M (descending) 
+ 

M <- Ks <- Br *- Re-establish 

Meaning- M <- Ks <- Br M «- M <-. M 
(Vedic): 4-5 3-4 2-3 1-2 1-1 6-1 
(Modern): S-Nj Ri-s G-Ri M-G P-M D-P 

To be noticed here that the re-established 
Br is M-G, which is placed at the place 
next to M-G, which is Madhyantara of the 
real catuska, i.e. it is converted to Br- 
hadantara by becoming G-Ri. By the same 
principle Ri-S and S-Ni become 
Ksudrantara and Madhyantara respec- 
tively [See : Ksudrantara]. 

2. «- «- M *- Br *- Ks (descending) 
+ 

M <- Ks <- Br <- <- 

Meaning : M <- Ks <- Br <- M <- Br <- Ks 
(Vedic): 3-4 2-3 1-2 1-1 6-1 5-6 
(Modem): Ri-S G-Ri M-G P-M D-P Ni-D 

II arranged properly, the above mentioned 
three gramas will be (from S) : 

i ( iindhlra grima 
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(M) S, (Ks)Ri, (Br)G, (M)M, (M)P, (M)D, 
(Br) Ni. 

2. Yaksa or Madhyama grama — 

(Br)S, (M)Ri, (Ks)G, (Br)M, (M)P, 
(Br)D, (Ks) Ni. 

3. Laukika (popular) or Sadja-grama — 
(Br) S, (M) Ri, (Ks) G, (Br) M, (Br) P, 
(M) D, (Ks) Ni. [See : Srati] 

Svara-saptaka (heptad) is born from catuskas 
[See : Catuska]. Svara-saptaka (heptad) 
originates from combination of two 
catuskas, [Purva-catuska + Uttara- 
catuska]. [See : Saptaka]. 

There were three Indian catuskas, belonging 
to Svarga (heaven), Antariksa (middle- 
region /firmament), and Bhutala (earth). 
From the mixture of these three catuskas, 
three gramas have been created. The 
Laukika (popular), Sadja-grama of the 
Rsis of earth, were born in descending 
order : 

4 3 2 1 

5 <- Ri <- G <- M 
and S -> Ri -> G -> M 

12 3 4 
By mixing or replacing one over the other, 
what has been achieved is : 

MGRiSNiRP,- 
The Madhyama grama of the Antariksa 

or Pradyausa Pitrs that is, Yaksas, is born 

in descending order : 

4 3 2 1 
M *- P <- D <- Ni 

and in S -> Ri -> G -> M 

ascending : 1 2 3 4 

By mixing, that is, substituting, the achieved 

result is: Ni D P M G Ri S. 
Gandhara-grama of the Devas (gods) of 
Svarga (heaven), i.e. — Gandharvas, has 
originated in a descending order : 
4 3 2 1 
G <- M <- P +- D 
and S -> Ri -> G -> M 
12 3 4 
By mixing, that is, by re-establishing the 
achieved result is — 
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DPMG,MG Ri S 
that is,D P M G, Ri S Nj S 
Vedic literatures mention that, it was due to 
the research of the Devas, Pitrs and Rsis 
or with the development of their natural 
characteristics of uttering svaras, three 
types of catuskas (tetrachord, i.e. four 
successive svaras, from the first svara of 
svara grama or four successive svaras 
from the fifth svara) were evolved and 
through these three, only three gramas 
were created. Devas' or Gandharvas' 
catuska was equally divided and the 
division began from 'C or 'Gandhara', 
hence their svara-grama or grama was 
named 'Gandhara-grama'. The catuska 
of the Pitrs or Yaksas, was related to 'M' 
or Madhyam and was divided according 
to svaras possessing madhyantara- 
brhada-ntara-ksudranatara character 
and that is why, the grama was called 
Madhyama-grama; and the Rsis suddenly 
changed the catuska of Vedic ascending 
svaras of 1st, 2nd, 3rd, 4th, to S-Ri-G-M of 
ascending order and placed it in the class 
of svaras having madhyantara- 
brhadantara-ksudrantara character, and 
hence it was called 'Sadjagrama'. 
The orderly arrangement of Srutis 
(microtones) in the three above mentioned 
gramas, are as follows : 
Sadjagrama— 4 s 3* 2 C 4 M 4 P 3 D 2 Ni 
Madhyamagrama— 4 s 3 Ri 2 C 4 M 3 P 4 D 2 Ni 
Gandharagrama— 3 s 2* 4 G 3 M 3 P 3 D 4 Ni 
It may be easier to understand values of 
sruti according to cents, but there is 
difference of opinion regarding value. 
According to Gandharvas, — 
4 sruti = 204 cents; 3 sruti=166 cents; 
and 2 sruti=128 cents. 
According to modern theory — 
4 Sruti=204 cents; 3 sruti=182 cents; and 
2 sruti=112 cents. 
According to Gandharvas — 
Gindhftm grima la 0 (S), 128 (Ri), 204 (< 1), 



166 (M), 166 (P), 166 (D), 204 (Ni), 166 (S) 
cents. 

According to modern theory, it is not possible 
to arrange Gandharagrama in proper 
order. If they are arranged, their values 
change, as mentioned below — 
0 (S), 112 (Ri), 204 (G), 182 (M), 182 (P), 
134 (D), 204 (N), 182 (£) cents. 

According to Bharata, a single Sruti does not 
have different values, therefore, it is 
natural that his method of calculation was 
different. [See : Sruti] 

Grama 2 (TITO) — Position of Saptaka 
(heptad), e.g. — Mandra (lower), Madhya 
(middle), Tara (upper) heptads. 

Grama-murcchana (71 IM^^O — The 
murcchana (ascending/descending 
order of notes), that originates due to a 
change in the tonic /key-note or due to 
Sadja-samkramana (shifting sadja, the 
tonic). [See : Murcchana] 

Grama-raga (TJFT TPT) — Five Marga-ragas 
dependant on five gitis. Related with 
Suddha, Bhinna, Gaudi, Besara and 
Sadharani, five gitis, are — (1) Suddha- 
raga, (2) Bhinna-raga, (3) Gauda-raga, 
(4) Besara-raga and (5) Sadharana- 
raga. 

In ancient days, there were 5 Suddha, 5 
Bhinna, 3 Gauda, 8 Besara and 7 
Sadharana ragas. During later period, 
the number of 6uddha raga became 7. 

Gramika («iIh=h) — The Indian term for tonic 
or key-tone. 

Gramageyagana (hih'Wiii) — A variety of 
Samagana. [Normally, Aranyegeya and 
Gramegeya ganas are referred as 
Aranyageya and Gramageya] [See : 
Samagana]. 

Gramya (TTFT) — Vulgar. Particular Gita- 

dosa (defect in singing). 
Gramya-giti (UI^'flRl)— Palligiti (folk song) 

[See : Lokagiti| 
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Gramya-vadya (UFWH)— Type of Folk 
instruments used in villages. [See : 
Vidyal. 

(.nva (Tlt^T) — Particular Alankara 1. 

Gha (q) 

Ghata (^R.) — Name of a particular 

instrument. Particular tala. 
G hatkatl («*;<t>Ml) — The narrative portion in 

Dhap-klrtana. In modern KIrtana, 

explanatory or descriptive type of speech, 

rendered in between. 

Ghadi C^Tfe) — Name of a particular ghana 
vadya (idiophone instrument). [See : 
Vadya] 

Ghanta — Name of particular ghana 
vadya (idiophone instrument). [See : 
Vadya] 

Ghana 1 C^R) — Common name for 

instruments made of metal. 
Ghana 2 O^Ff) — Sound, having essence 

(depth), which can be heard from a 

distance. [See : 6abda-guna] 
Ghana raga ("SPT TFT) — Class of Karnataka- 

ragas, whose originality of svaras can be 

understood by ordinary svara-vistara, 

e.g. — Nata, Gaula, Arabhl, Sri, etc. 

ragas. 

Ghanatva (*)-icq) — Volume of svara. 

Ghanam (^K) — Fast; Kalpana-sahgita 
performed with fast tanas. 

Ghana (^FtT) — Another name of the second 
Sruti (microtone) of Rsabha svara (Ri). 
[See : Sruti] 

Ghar O^R) — Hole of gajra. [See : Gajra] 

Gharana ("ETTRT) — Lineage of famous 
musicians. Speciality of singing of a 
musician's family. Continuous succession 
of musicians. Musician-family, known by 
their name of place. [See : Parisista 
(appendix)] 

( .harana-i4n-ni (WH 9T"ft )— Various divisions 



o\ gharana according to the branches of 
music, e.g. — (1) Gayaka-gharana (singer), 
(2) Vadaka-gharana (instrumentalists), (3) 
Nartaka-gharana (dancers). 
Gayaka ghraranar srenl (TFT^ WTTT ^ft ) 
(Classes of singer gharanas) 
(a) Dhrupada gharana, (b) Khayal 
gharana, (c) Tappa gharana, (d Thumrl 
gharana. 

(a) Subdivision of Dhrupada gharana-(i) 
Sen! gharana, (ii) Gwalior gharana, (iii) 
Tilmandi (Punjab) gharana, (iv) Atrauli 
gharana, (v) Agra gharana, (vi) 
Udaypur (Saharanpur) gharana (vii) 
Betia gharana, (viii) Banaras (Mishra) 
gharana, (ix) Bisnupur gharana. - 
[Jaipur and Rampur gharanas do not 
mean any particular gharana but it 
means assemblage of a few gharanas; 
hence those are not mentioned here as 
separate gharanas. In Delhi also, 
representatives of many gharanas lived 
together and hence the name 'Delhi 
gharana' has become meaningless]. 

(b) Subdivisions of Khayal gharana — 

(i) Kavval [No. 1] Delhi gharana, 

(ii) Tilmandi gharana, (iii) Lucknow 
gharana, (iv) Gwalior gharana, (v) 
Sikand-arabad gharana, (vi) Agra 
gharana, (vii) Atrauli gharana, (viii) 
Kirana gharana, (ix) Jaipur gharana, 
(x) Punjab [Patiala] gharana, (xi) [No. 
2.] Delhi gharana, (xii) RahgTle gharana, 
(xiii) Banaras [Mishra] gharana, (xiv) 
Sahaswan gharana, (xv) Rampur gharana 
[a branch of Kavval gharana]. 

(c) Subdivisions of T a ppa gharana — 
(i) Rampur gharana, (ii) Lucknow 
gharana, (iii) Banaras gharana. [Through 
the training imparted by different gharana 
representatives of North India, different 
styles of tappa evolved at different places 
of Bengal, but the styles did not give birth 
to any gharana]. 

(2) Vadaka gharanar srenl — Different 
classes of players' gharanas — (a) Bin- 
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gharana, (b) Sitar-gharana, (c) Sarod 
gharana, (d) Sarahgl gharana, (e) 
Pakhavaj gharana, (f) Tabla gharana. 
[Detailed gharana-related informations 
about flute, sahnai, nakkara, dhol etc. are 
not readily available; hence it is not 
possible to discuss about their gharanas. 
Banaras gharana of sahnai and Bengal 
gharana of dhol are very famous]. 

(a) The subdivisions of Bin and Rabab 
gharanas — 

(i) Sent gharana, (ii) Jaipur gharana 
(bin gharana), (iii) Saharanpur gharana 
(bin gharana). 

[By Rabab gharana, it means SenI 
gharana only]. 

(b) Sitar gharana — its subdivisions — 
(i) Gwalior (Jaipur) gharana, (ii) Seni 
gharana, (iii) Satara gharana, (iv) 
Indore gharana, (v) Bishnupur gharana, 
(vi) Banaras gharana, (vii) Imdadkhanl 
gharana, (viii) Dhaka gharana, (ix) Dwar- 
bhanga gharana. 

(c) Sarod gharana — its subdivisions — 
(i) Rampur gharana, (ii) Sen! gharana, 
(iii) Gwalior gharana, (iv) Lucknow 
gharana. 

(d) Sarangi gharana — its subdivisions — 
(i) Delhi gharana, (ii) Kirana gharana, 
(iii) Punjab gharana, (iv) Banaras gharana. 
[Names of Sarahgl players are available 
at other places also, but no information 
about their gharanas are available. Esraj 
has emerged from Sitar and Sarangi 
gharanas. A few gharanas of Esraj are also 
found, e.g. — Bishnupur gharana, Banaras 
gharana, Gaya gharana. Some mixed 
gharanas originated at Calcutta also.] 

(e) Subdivisions of Pakhavaj gharana — 
(i) Punjab gharana, (ii) Banda gharana, 
(iii) Gwalior gharana, (iv) Banaras 
gharana, (v) Indore gharana, (vi) 
Bishnupur gharana, (vii) Calcutta 
gharana, (viii) Dhaka gharana. 

(f) Subdivisions of Tabla gharana — 
(i) Delhi gharana, (ii) Lucknow gharana. 



(iii) Farukkabad gharana, (iv) Ajrada 
gharana, (v) Banaras gharana, (vi) 
Punjab gharana. 

(3) Nartaka gharana vibhaga — (divisions of 
Dance gharana) — (a) Lucknow gha- 
rana, (b) Banaras gharana, (c) Jaipur 
gharana, [See : Sahgita gharana] 

Gharanedar pTO^TT) — One who maintains 
the music tradition of one's own family of 
musicians, or of guru. 

Ghare-jaoa ^T3Tt3n)— After singing 
'akhar' portion of a pada (lyrical 
composition) of Kirtana completely, and 
then returning to the same pada and 
starting to sing the tune of pada. [See : 
Akhar] 

Gharoyana («h<1*)iii) — Incorrect pronun- 
ciation of the word gharana. 

Ghasitp#(3) — Khasita. As. Sound produced 
in a string instrument by rubbing. 

Ghai C^nf ) — Sound produced in a musical 
instrument by striking. 

Ghat psrrz) — Sarika; frets of string 
instrument. Guli [See : Guli] or gattas 
of anaddha vadya (membranophone 
instruments). Different portions of the 
chauni or covering, made of hide, 
separated by chot (strip of hide), of an 
instrument. 

Ghatalika (wf^T) — Name of a particular 
Vedic instrument. 

Ghatugana (*hi£<iii) — Name of a particular 
folk-song. 

Ghad (' E n^)-('3g) Gulu. The joining place 
between belly and finger board. 

Ghadi (snfe) — Adi, Sarasvati, Setu. (Neck 
bridge). 

Ghata (W)— Sounded act of tala. Tali. The 
position for stressed sound. To apply stroke 
by two fingers on vlna. [See : D ar a]- 
Particular chanda (rhythm) of instrument, 
in Kirtana. 

Ghlcaka (m)***> ) Name oi ■> particular 
■tring Instrument 



(.huriur, Ghurigur (^T, ^[T)— String of 
liny bells tied nround the .inkles, during 
dance. 

Ghumpiljlini gana (^RTSFft 7 TR ) — 
Recitation of verse type of lyrics set to tune 
snd sung in order to put babies to sleep. 

Ghurac C$T^) — Savari of Tanpura, Sitar 
type of instruments. (Bridge). [See : 
S.i varl] 

< ihefuf gana C%T TR) — Name of a parti- 

cular folk song. 
GhodI ("Efr^t) — Tantrasana of Sararigi and 

Esraj type of instruments. (Bridge), 
(.hosavatl (qlqqdl) — Name of a particular 

i ring instrument, 
(•hosa — Verses consisting of one or 

two lines, recited in between singing of 

Mahgala gita. Particular type of ancient 

vina. 

Ca W 

( .ikra 1 (^TsR) — Name of a particular tala. 

< .ikra 2 (^0 — Orderly arrangement. 
I )ivision. In Karnataka music, 72 mela- 
kartas are used arranged in 12 cakras or 
divisions. There are six melas in each 

ra. The serial names of the 12 cakras 
a» — 1) Indu, 2) Netra, 3) Agni, 4) Veda, 
5) Ban, 6) Rtu, 7) Rsi, 8) Vasu, 9) 
Brahma, 10) Disi, 11) Rudia, 12) Aditya, 
| See : Mela, Mela-karta] 
Cakra 3 p33>) — Name of particular Kara tala, 
.) kind of percussion instrument, made of 
wood. 

( akratana (-<i*aii) — Keeping with the 
sequence of tala, by arranging small 
pieces of composition in the shape of 
«.\kra, meaning circle. [See : Tana] 

( .lkradar (^*><;i0 — Which goes round more 
than once. The word cakra is used with 
kukri, tana, tihai, paran. In the case of 
l.i l.i, cakradar comes back to Sama, the 
most accentuated beat, after going round 
!hnv limes [See T.m,i, T.i!,i| 



Cakradhai (WWO Name oi .1 particular 
raga. 

Cakrabandha ( ^ * «( -EI ) — Name of a 

particular finger movement of vina. 

Playing of a large composition of svaras 

with the help of four to six frets on four 

strings of vina. 
Cakravahem (^raJ^n? 1 ^) — Name of a 

particular raga. 
Ca-gana (^- 7 T TJ T) — [See : Gana] 
Caccatputa (^^q^d) — Name of particular 

ancient margatala. 
Caccari, Carccari ^^O) — Name of 

a particular ancient prabandha. Ancient 

name of cacar. Name of a particular tala. 

Name of a particular anadha-vadya 

(membranophone) . 
Cancala (^^<n) — Name of a particular tala. 
Cancasas-mallara (^^■H'H hqtik) — Name of 

a particular raga. 
Canci-kalyana (^^1 =h<rqi>J|) — Name of a 

particular raga. 
Cancuputa O^ggs) — Name of a particular 

tala; Cacput. 
Catka C^n) — Name of a particular folk 

song. 

Cadaker gana (^s<J>< ttr) — Name of a 

particular folk song. 
Cadti (^sfa) — Name of a particular tana. 
Cada (tT5T)— Tlvra (Sharp); Kadi. High, 

e.g. — Cada-svara/sur. (high note). 
Cadi V*ci[) — Tivra (sharp) Higher; Kadi. 
Catasra (W5I) — Name of a particular 

ancient tala. 
Catasra jati (W5f *rrra) — Name of a 

particular ancient tala-jati. [See : 

Caturasra] 

Caturanga (^^f ) — Caturam; The gita- 
bandha, which has four ahgas (elements 
of composition), e.g. — Pada, Svara, Tena, 
Pata. Modern Caturanga in the modified 
version of ancient Caturaiiga. Its other 
name was Caturmukha. [See : 
GItabandha] 



Caturasra, Caturasra C^HJ^, )— I he 
word expresses characteristics of ancient 
tala; prevalent pronunciation is catasra. It 
was one among the Gandharva talas, 
which used to create different classes due 
to different arrangements of their aksaras 
(syllables/letters) and which possessed 
such number of aksaras which were 
divisible by the number 4. [See : Tala] 
Caturasra-gati 0^9* 7 lfa) — [See : Jati 6] 
Caturasra-jati (^JTO "snfa)— [See : Tala] 
Caturtha (^g*f) — 4th or 5th descending 
svara of Vedic saptaka (heptad). [See : 
Svara-nama] 
Caturtha murcchana (^*fr£E#TT)— The 
murcchanas in which — Sadja of Sadja- 
grama and Madhyama of Madhyama- 
grama are the 4th Svaras. 
Caturdaridl (^nj^st) — The four varnas 
(stages of movement)-Sthayi, Arohl, 
Avrohl and Sancarl. The four musical 
items — glta, alapa, thaya (sthaya) and 
prabandha, which take part in expressing 
the complete image of a raga. [See : the 
relevant terms] 

Caturdasa alankara (^g&i ^d^K)— 14 well 
arranged alahkaras (ornamentation) 
described in the treatise 'Sahgitasara', 

eg — 

1 . Eka-svara 

(a) Sarah (simple)— S Ri G M P D Ni S\ 

(b) Yamala (double)— SS RiRi GG, etc. 

(c) Pluta (three some)— SSS RiRiRi GGG, 
etc. 

(d) Catura (four some)— SSSS RiRiRiRi 
GGGG, etc. 

2. Dvi-Svara (two notes)— SRi SRi, RiG RiG, 
GMGM, MPMP, etc. 

3. Tn-Siwrfl(three notes) — SRiG SRiG, 
RiGM RiGM, GMP GMP, etc. 

4. Catuh Svara (four notes)— SRiGM 
SRiGM, RiGMP RiGMP, GMPD GMPD, 
etc. 



5. S'rnklmlt (chain like)— SKi, KiG, C iM, MP, 
PD, DNi, Ni6 (Dirgha or long varnas .m- 
2 matras— Ri' and 'Ni') 

6. Nagapasa — SRiGMGRiSRiGM, RiGM- 
PMGRiGMP... . 

7. Mangala — SRiGMGRiSRiGMGM, RiGM- 
PMGRiGMPMP... . 

8. Yati mangala — SSRiSRiGM, RiRiG 
RiGMP, GGMGMPD... . 

9. Nandana — SRiGMSRiSRiGfM, RiGM- 
PRiGRiGMP... . 

10. Sundara — SRiSRiSRiG, RiGRiGRiGM... or 
SRiSRiGMP, RiGRiGMPD... . 

H.Kanda — SSRiGM, RiRiGMP.. . 
ll.Sarabha — SRiGMPDNiS, RiGMPDNiS, 
GMPDNiS" or 

SRiGMPDNiS, SSNiDPMGRiS. 

13. Kutila — SSRiGSRiGSRiRi, RiRiGM- 
RiGMRiGG... . 

14. Udbliata — SRiGG RiGMM, GMPP.. . 
[See : Pracinacihna] 

Caturdasa murcchana C^RJ^f 4^-1 i) — 14 
Murcchanas are comprised of 7 
murcchanas of Sadjagrama and 7 
murcchanas of Madhyama grama. [See : 
Murcchana] 

Caturdha mucchana (^l*Tf I^^TT) — 
Murcchana consisting of four types, e.g. 
Suddha, Antara yukta, Kakali yukta and 
Kakalyantar yukta. Piirna, Sadava, 
Ouduva and Sadharana are four varieties 
of ancient murcchanas. [See : Murcchana] 

Caturdhatu 0^3*%) — Ancient prabandha, 
in which there used to be four dhatus 
(stanzas), viz. — Udgraha, Melapaka, 
Dhruva and Abhoga. Prabandhas in 
which there used to be Udgraha, Dhruva, 
Antara and Abhoga dhatus. [See : 
Prabandha, Dhatu] 

Caturvimsati Sruti (-^P^iRi 9jf?0— Number 
of srutis accepted as per particular opinion 
of Karnafraka. Ac< ording to Pt. Akalahka, 



22 Srutis together with Prati-antara 
gandhara .iihI Prati-kakali nisada. [Set- : 
Sruti-Samkhya] 

Caturvidha svara ("^jf^M f^T) — The four 
svaras — Vadi (sonant), SamvadT (con- 
sonant), AnuvadT (follower notes) and 
VivadI (dissonant). 

Caturmukha (-qg^* 3 ) — Name of a particular 
ancient Prabandha; There are four padas 
in Caturmukha prabandha and in these 
padas, four varnas like sthayi etc., and 
svara, pata, pada and tena are applied 
[See : relevant terms]. Now a days 
Caturmukha is counted as a variety of 
Caturahga. In this, there are four caranas 
(foot in poetry), four ahgas (elements of 
lyric) and two tuks (stanzas) but the term 
Caturahga or Caturmukha is not used. 

Catuska (^^) — It is the Bengali 
terminology for tetrachord (devised by 
Jyotirindranath Thakur). In designing 
India's svara-saptaka, Catuska was one of 
the means. This Catuska was of three 



kinds — 

0) 


(2) 




m 




Br 


Arya 


Ks 


Poitra 


M 


Daiva 


Ks 


or 


Br 


or 


M 


or 


M 


Laukika 


M 


Yaksa 


M 


Gandharva 



Which means — 

(1) Arya catuska constructed of (from 
above) Brhat-antara=(Br), Ksudra- 
antara=(Ks) and Madhya-antara=(M); 

(2) Poitra-catuska constructed of (from 
above) Ksudra-antara (Ks), Brhat-antara 
(Br) and Madhya-antara (M). 

(3) Daiva-catuska, constructed of Madhya 
(M), Madhya (M) and Madhya antara (M). 
[See : Antara] 

This kind of division is the outcome of 
India's own way of thinking, which is not 
seen elsewhere. Only in Greece 
resemblance is noticed with Phrygian 
Catuska to Arya, meaning Laukika 
Catuska. It may not be unlikely that there 



was ,i link between this resemblance and 
the fleeing Aryan clan Brciwans of 
Hariyapiya (Harappa). The sruti 
(microtone)-value of Indian Catuska is 
9. If the ancient original Catuska of Daiva 
(or Gandharva) maintained the number of 
sruti of madhya-antara as 3, then 9 srutis 
were available in the catuska, the cents 
value of which would be 498 (166+ 
166+166). [See : Sruti, Cents] 

Catuskala (^r^tri ) — In marga-tala, the 
matra-aksara that used to be indicated by 
one ghata or pata when 4 times ghata-pata 
was applied in that, the change in situation 
that occured, was termed as Catuskala. In 
modern thinking if number of tala-varna 
in one laghu matra is increased to 4 laghu 
matras then when the 'Kakapada' state of 
that matra takes place i.e. the state arising 
from madhyalaya (medium tempo) to ati- 
vilamvita laya (very slow tempo), 
Catuskala is the term to express that 
changed state. [See : Margatala, Ghata- 
pata etc., Kakapada and other terms] 

CatuspadI (^^^1) — Name of a particular 
ancient prabandha. Gana (song), poem or 
pada (lyrical composition) comprising of 
four caranas (foot of literature). 

Catuhsasthl-kala (^:'«r^-^ : n) — [See : 
Kala] 

Catuhsvara (^cJ:^T) — Combination of four 
svaras. Ancient svarantara [See : 
Svarantara]; Particular incomplete 
Sopanaka. [See : Sopanaka]. 

Candrakala (^^cTI) — Name of a particular 
vadya (instrument). Name of a particular 
tala. 

Candra-yukta raga-nama (^F^RT TFTCm )— 
Raga names with prefix Candra — 
Candrakall, Candra-kalyana, Candra- 
kanta, Candrakas, Candrakosa, Candra- 
jini, Candra-manjan, Candra-mukhl, 
Candra-saram, Candra-hamsa, etc. 

Can dra-cau tala (^^IcIM)— Name of a 
particular tala. 



Candra pirai ("^fTUf) — Name of a 

particular anaddha vadya a (membra- 

nophone) of Karnataka; Candra- 

mandalam. 
Candramandalam (^-shus^i) — Name of a 

particular anaddha vadya (membra- 

nophone) of Andhrapradesh. [See : 

Candrapirai] 
Candra saranga (^-stHK^-) — A variety of 

Sarinda, a string instrument. [Innovated 

by Ustad Alauddhin Khan] 
CandrahamsT (^Sinft) — Name of a 

particular raga; Candrasi. 
Candra (^JT) — Name of a particular 

murcchana (ascending/descending 

order of notes) of Naradamata; 

Kalopanata murcchana. [See : Mata] 
Candra rnsa raga (^RT TTT) — Name of a 

raga, to be sung at night. 
Candrika (^-fstii) — Name of a particular 

raga. 

Candrika bhairavl 0#^T $K<3\) — Name of 

particular raga. 
Capaka 1 (^h<*>) — Name of a particular tala. 
Capaka 2 (Wtt) — Playing thebols (syllables) 

of anaddha-vadya (membra-nophone) 

on the tabli (belly) of a string instrument, 

with hands. 
Capala (^H<ni) — Name of a particular sruti 

(microtone) according to Makaranda. 
Campaka (-q^<*) — Name of a particular 

raga, particular tala. 
Campakali (•q' J Hi<*>cil) — Name of a particular 

raga. 

Campavati fawn^ft) — Name of a particular 
raga. 

Campu O^J) — Name of a particular 
Prabandha-jati. A particular literary piece 
composed alphabetically. 

Carkhi tana (^S\ cTFT) — [See : Tana.] 

Carana (^T°T) — Dhatu; tuk. Pada. [stanza). 

Caranam (^)-N,inu' of a particular 



dhStu of k.m n.it.ik.i gitabandha; it is the 
tuk (stanza) after pallavi and anupallavi 
and may be more than one in number. 

Carmaghataka (^*taia>*>) — The player who 
is ignorant about the proper use of 
pataksara, i.e. bol or syllables, specialities 
of accompaniment and sastras of tala. 

Carmajanada (■q«taii<0 — [See : Nada] 

Carma-vadya (^*faisO — Avanaddha vadya 
(membranophone); the instrument which 
is covered with hide and produces sound 
when hit on the hide. 

Carya (^rf) — Name of a particular ancient 
prabandha. Name of a particular chanda. 

Carya glti (^Tf ^ftf^) — Gana (songs) 
composed by Buddhist siddhacaryas of 
Sahajiya sect, set on ancient ragas and 
talas. 

Calana 1 C^eH) — Conjunction and speciality 
of arrangement of svaras that manifest the 
true nature of the raga and proper 
utilisation of ten-laksanas (characteristics). 
Manifestation of the characteristics such 
as graha, vadi, anuvadl, samvadi, vivadl, 
bahutva, apanyasa, antara-marga, simple 
and complicated arohana-avrohana and 
display true nature and movements of 
ragas by the help of orderly arrangement 
of the svaras. [See : the relevant terms] 

Calana 2 (^R)- Bol (syllables) of tabla 
conforming to gat-paran of pakhavaj. 
Guthaodar-bol of tabla [See : Bol, 
Guthaodar] 

Calana svara (^R — The svara (note) 
that is applied as Kampita (a particular 
embellishment) svara. 

Calavlna (-qciqlun) — The vlna in which 
strings or frets can be changed or shifted 
from its own position to bring about 
change in svaras. The fretless vlna in 
which pitch of the strings can be raised or 

lowered to manifest changes ol Srutis 
(microtoncs) (Srutyantara) or svaras 
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(notes) (svar.intara). The vin.i with frets, 
in which the frets can be moved upward 
or downward i.e. shifting the frets, from 
their own position to manifest some other 
sruti or svara. [In the modern days, those 
vina class of instruments which have 
lesser number of frets, as a result of which, 
the frets have to be adjusted by moving 
upward or downward during change of 
thata (scale), are called Calavlna. In fact, 
Calavina was utilised during experimen- 
tation on 22 srutis; it had no other 
significance in the olden days.] [See : 
Antara 3, Sarana-kriya] 
Calasvara (^eTT^T) — According to 
1 I industhani opinion, those svaras, which 
are able to manifest in other form or 
semblance. The five svaras Ri G M D Ni, 
which are capable of becoming flat or 
sharp. [ According to Hindusthani system, 
seven svaras are either acala (not 
changeable) or cala (changeable); S and 
P do not accept any change in their form, 
therefore these are acala, and may be 
called S\iddha-svara. But the rest of the 
five svaras are subject to change, and 
therefore these are 'calasvara'. None of 
these are suddha (pure). Judged from the 
angle of sruti (microtone), if placed lower, 
it will be Komil, i.e. Komala (flat) and if 
placed higher, it will be Tivar, i.e. Tivra 
(sharp). 

Ctlita (^erfrm)— [See : Alahkara] 
Ctfc Cati 1 O^fe, ^afffe)— The edge or rim of 
the tabla-class of anaddha-yantras 
( mcm-branophone instruments) Kani; 
Kinar. 

Cati 2 (^ffe) — Open stroke with the palm. 
( .uul.im-yukta-raga nama C^TT^-^^T 

TFRrq) — Names of ragas with prefix 

I SndanI, e.g. Candanl-kedara, Candani- 

in. ill. ii . \. ( .iiui.uii-saram, etc.. 
< .i.Kl.ini-cautala (^ft "#cTTeT) — Name of a 

parti< ular tala. Candra-cautSla. 



Cak — Bida, bed or pagdi of anaddha- 

v .ulya (membranophone instrument). 
Along the edge or rim of the hide-cover 
of a percussion instrument, a particular 
type of edging is provided, through which 
the hide-strips pass (#Z-Chot). 

Cacputa (-qi-q^) — A particular type of 
ancient Gandharva or Marga tala. A 
particular type of tala applied in Kirtana. 

Cacar, Cacar (^r^, W^T) — Songs of Holi 
festival set on Cacar-tala. A particular 
type of tala. A corruption word for the 
ancient Caccari prabandha. 

Caturmasya (-^iigHta) — A particular type of 
Sadava suddha tana (hexatonic 
arrangement of svaras) [See : Tana] 

Candramas! (^i-^h«1) — A particular type of 
murcchana [See : Murcchana]. 

Capa (^TTO) — The resonanceless closed 
sound that is produced after striking on 
the chauni (top) of anaddha vadya 
(membranophone instrument). 

Capan (^imi-^) — The question posed by the 
first team in Kavigana, which is composed 
extempore in verse, tune and tala. [See 
: Kavigana] 

Cabi (Wlfa) — The keys of harmonium type 
of instrument. [Indian translation of the 
English word Key']. 

Caran — Bhat; Singers, who sing the 

good deeds of a family. Nata; Kugi-lava. 

Carl O^Tft) — Movements of dancing feet; 
movement of nispadya nrtya (dance) with 
one foot. 

Cal C^TrT) — The style of raga. Movement 
pursuing the sthana or ahga of a raga, 
e.g. — Cala of Tara, Cala of Kalyana. 
Special characteristics of a raga or a 
gana (song). 

Calanika (^Terfwi) — Name of a particular 
sruti (microtone). 

Cali (^Tfe) — Name of a particular dance 
with movement 
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Cikara (fa+KI) — Name of a particular string 
instrument. 

Cikari (f^Jlfl) — The particular 'Ci'-type of 
sound quality produced during playing 
jhala (a special technique of playing) on 
the string, in a string instrument e.g., sitar. 
The side strings that produce 'Ci'-type of 
sound. 

Cicarir tar (fa<w(U W.) — The strings to play 
jhala, which are attached at the side of 
string instruments. [Normally these are 
two in number. These are also used to 
maintain the remnant of a musical sound.] 

Ci}|a (f^f) — Definite style or manner 
[Karnataka word]. 

Cittam (f^f^)— Gab or Khiran (black paste) 
applied on the right face of mrdahga. 
[Karnataka word]. 

Citta svara (fafWO — The svaramala 
composed in a very special style and sung 
at the end of anupallavi and caranam of 
Karnataka Krti. 

Citen (f^^O — The next portion after 
Mahada in Kavigana, which is sung in 
Tara-sthana in a high-pitched voice. [See 
: Kavigana] 

Citra (f%l) — Name of a particular marga 
of Gandharva-tala. [See : Prana of 
Tala]. 

Citrakala (fa**cii) — Name of a particular 
Ksudra gita [See : Ksudra-gita], which 
contained three dhatus (stanzas), - 
udgraha, dhruva, and abhoga; tala used, 
was of ksudra (less significant, small) type, 
e.g. — Krida-tala, Ek-tala. Number of pada 
(foot of poetical composition) used to be 
from two to six, seldom upto eight. 

There used to be no variety in dhatus in 
Citrakala, but the padas used to be 
beautiful and soft alliteration was applied. 
Number of matras (metrical measure) 
were same in udgraha and abhoga and 
was much more than dhruva. 

Citranatyam (f^-iK'^)— Citra-nrtya; 



special dance, performed standing on a 
layer of sand or whe.it Hour, and with tin- 
intricate feet movement a picture is drawn 
up on the layer under the feet. [Normally, 
a cloth-cover is spread over the layer and 
Bol or Vadya-pata (syllables) depicting 
the picture, is sung]. 

Citrapada (fa*H<;i) — Variety of Ksudragita 
[See : Ksudra gita], in which beauty of 
chanda and anuprasa (alliteration) is 
depicted but no speciality is noticed of the 
dhatus (stanzas). It has three dhatus, 
— udgraha, dhruva and abhoga. 

Citra (fa"5TT) — Name of a particular 
murcchana. Name of a particular Sadava- 
suddhatana (hexatonic arrange-ment of 
notes). A particular type of sapta-tantri 
vina. [See : Murcchana] 

Citra-gauri (f^ <tUl) — Name of a particular 

Citravatl (f^T^cft) — Name of a particular 

murcchana [See : Murcchana]. 
Cin tala (fati<ni) — Name of a particular tala 

instrument (percussion) [See : Vadya]. 
Cindu (f^^) — Name of a particular 

Karnataka folk song. 
Cinna Varnam (f^wfcQ — Karnataka 

varnam, which is small in stature. Small 

abhyasa-ganas (song for practise). 
Cipala (Nwr) — Particular type of 

percussion instrument. 
Cflla (fa?3T) — (Per.) Concentrated practice 

on any particular subject, for 40 days. 
CTj — A thing fit to be sung. Gana 

(song), bound by svaras. A gana with a 

good bandls (composition). 
Cukka C3^) — Particular type of aerophone 

(wind) instrument. 
Cutkula ('3<&<ni) — An ancient gana (song) 

style of Jaunpur, prevalent during 14th 

century; there used to be two caranas 

(stanzas) in this gana style, the first of 

which was meant for singiii); as per set 



tunc while tin- second was for reciting in 
tunc in the form of poetry. Together, these 
two formed a tuk, which had love and 
scp.i ra t ion as the subject matter. Normally 
no tala was applied in this song. 

Cultl (^jf?) — Particular face-make up of 
K.uhakali dance. 

Cudamani (14IHpJ|)— Name of a particular 
tala, Particular type of Karnataka raga. 

Cetana svara (-^fliw) — Svara originating 
f rom human voice. 

Cela (^cTT) — Disciple; Sagird. 

Cehal (%lff)— [See : Sabda guna] 

CaitI (*fcft) — Particular folk song, sung in 
Bihar in the month of Caitra (end of 
spring). A particular type of raga. 

Coksa O^tST) — Suddha (pure), e.g. — coksa- 
tana, coksa-raga. 

Colluketfu (^^3>? )— Solakattu; Bol 

•a 

(sylla-bles) of instruments. 
Cohra f3t?Tr) — A particular type of tala. 
Cauka-kalam (4lt*>*i<n*t) — Slow tempo of 

Karnataka tala. 
CaukadT (41* si) — Exhibition of different 

talas with two hands and two feet, 

simultaneously. 
Caukam (sfa^) — Slow style. 
Cauguna (4ljJ u l) — The state or situation, 

when tala or matra gains speed four 

times faster. Four-matra-time of 

Barabar, meaning normal laya (tempo) 

or speed expressed in one matra. 
Cautara (41aKi) — A type of a particular folk 

instrument. 
Cutala (4ldld) — A type of particular tala. 
Cautala (4l<ii<ni) — [See : Tala prakara] 
( .tutisa fgftftM) — A type of particular folk 

song of Orissa. 
( .mdun 0%H) — Cauguna [See : Dun]. 
( .uidhakl (^l*refi) — A particular type of 

string instrument. 
Ciupalli (^IwHl)— Four types of gati 



(tempo) applied Within one bol (syllable) 
arrangement of avanaddha vadya (mem- 
branophone instrument). [See : Palli] 

Cyavita (^ifad)— [See : Gamaka]. 

Cyuta fsjcT) — That situation, when gramika 
svara (tonic /keynote) gives away a sruti 
(microtone) each to two of the svaras one 
preceding and one following the gramika. 

Cyuta-pancama (^crT^R) — Karnataka 
name of pafkama (5th note), having three 
srutis. 

Cyuta-madhyama fapmwTO) — The tonic of 
Madhyama-grama i.e. when Madhyama 
or M (4th note) gives away one sruti to 
Gandhara and one sruti to Pafkama, and 
thereby becomes a svara of two srutis and 
having shifted from its own original place 
assumes the name Cyuta-Madhyama, 
cyuta meaning dislodged or shifted. 
According to Karnataka system, 
madhyama becomes Cyuta-madhyama 
when it gives away one Sruti to gandhara. 

Cyuta sadja (^trTfsr) — Sadja or 'S' svara, 
which is the tonic of Sadja-grama, when 
altered or shifted from its original place 
gives one Sruti to N'sada and one sruti 
to Rsabha thus becoming a distinctive 
svara composed of two srutis. [See : 
Sopanaka]. 

According to Karnataka system, Sadja svara 
becomes Cyuta-sadja when it gives away 
one Sruti to nisada. 

Cha (?) 

Cham-er-gana (^"^ iff) — A particular type 
of folk song. A particular type of giti- 
natya (opera). 

Chakka (s533RT) — A particular type of Kaida 
(ornamentation of tala) in VA time 
chanda (rhythmic pattern) of Sri-khola. 

Chajjukl-mallara (tS^+Vim) — A parti- 
cular type of raga. 
Chad (17|) — Bow with appropriate string to 
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play Sarahgl type of string instruments; 
Dhanu; Kaman; Vadya-sabdika. Bow. 

Chad! (^ST) — A particular type of verse, 
which can be recited in tune [See : Lok 
gita] 

Chad! 03fe)— Chad. [See : Chad] 

Chanda — Beauty and variety of gana, 
gati, varna in poetry or songs composed 
in a systematic, orderly manner distin- 
guished by yati (pause), and prasvana 
(stress). [See : Gana, Gati, Varna] 

Chanda-prakara («5^ Vf^R) — Chandas may 
be of different nature. When discussed 
frpm ancient times, it is seen that chanda 
has undergone evolution, changes and 
additions through the different ages. Those 
ages may be divided into 4 stages, e.g. — 
(i) Vedic, (ii) Pauranika, (ii) Historic and 
(iv) Modern. 

(i) In Vedic age 26 varieties of chandas used 
to be applied, out of which the first seven 
were main 1. Gayatri, 2. Usnik, 3. 
Brhati, 4. Tristup, 5. Anustup, 6. Jagati, 
7. Pamkti, 8. Sakkari, 9. Asti, 10. Atyasti, 
11. Ati-jagatl, 12. Ati-sakkari, 13. Dhrti, 
14. Ati-dhrti, 15. Krti, 16. Prakrti, 17. 
Akrti, 18. Vikrti, 19. Samkrti, 20. 
Atikrti, 21. Utkrti, 22. Ukta, 23. 
Atyukta, 24. Madhya, 25. Pratistha, 26. 
Supratistha. 

(ii) During Pauranika-age laukika (popular) 
chanda became more prominent and as a 
result many new chanda-names came 
about and number of chandas also 
increased. During Muni Bharata's time (C. 
2nd Century B.C.) names of 90 varieties 
of chandas were available, out of which 
the following are noteworthy: 

1. Rajanl, 2. Jaya, 3. Vijaya, 4. Guru, 5. 
Sikha, 6. Vimala, 7. Vithi, 8. Gira, 9. 
Jala, 10. Ramya, 11. Kanta, 12. NalinI, 
13. KaminI, 14. Subhadra, 15. Mudita, 
16. Prakasita. etc.. 

(iii) During Historical age, the names that 



were suited tor poetry or literature got 
prominence. 

Most of these were prevalent in Pauranika- 
age and a few were added in later period 
Use of these were seen in literature 
composed in Sanskrit language, e.g. — 
1. Aparavaktra; 2. Amrtadhara; 3. 
Arya; 4. Aryagiti; 5. Induvadana; 6. 
Indra-vajra; 7. Indra-vamsa; 8. Udgata; 
9. Udgiti; 10. Upagiti, 11. Upacitra; 12. 
Upendra-vajra; 13. Katka; 14. Kanya; 
15. Kusuma citra; 16. Kendumali; 17. 
Kaumudi; 18. Ksama; 19. Cancali- 
kavali; 20. Campa-kamala; 21. Tunaka; 
22. Totaka; 23. Tvari-tagati; 24. Dodhaka; 
25. Drutamadhya; 26. Navamalinl; 27. 
Puspitagra; 28. Prthvl; 29. Prama- 
nika; 30. Pramitaksara; 31. Prabha; 
32. Praharsinl; 33. Prahara-kalika; 34. 
Vasanta-tilaka; 35. Vasanta malika; 36. 
Vidyunmala; 37. Vegavah; 38. Vaitaliya; 
39. Bhujahgaprayata; 40. Manjubhasim; 
41. Manimala; 42. Matta; 43. Mattamayuri; 
44. Mono-rama; 45. Mandakranta; 
46. Manavaka; 47. Malini; 48 Meghavis- 
phurjita; 49. Mauktikamala; 50. Ratho- 
ddhatagati; 51. Rathoddhata; 52. Rucira; 
53. ^a^ikala; 54. £asivadana; 55. ^ardula- 
vikridita; 56. Salini; 57. $ikharini. 58. Sati; 
59. Suvadana; 60. Sumukhi; 61. Sragdhara; 
62. Sragvini; 63. Svagata; 64. Harinapluta; 
65. HarinT, etc.. [In other chanda granthas 
(treatises) more names are available. A 
few names are also found in Sanglra- 
ratnakara.]. 

(iv) During modern age, application of 
names is almost gone. Chandas are 
generally judged these days in the form 
of Matra-vrtta, Svara-vrtta and Aksara- 
vrtta. Adoption of chandas from other 
lands is also a reason for this. However, 
till quite recently names of chandas like 
Payar, LaghutripadI, Doha, Caupai, etc. 
used to be heard. 

Chanda-o-gana (*5^ TR)— (Poetical 
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metre and song) it Is observed from 
ancient Umes th.it the tune of the chanda 
(poetical metre) which is applied in the 
I yi if of the song, sometimes follows the 
1 1 i.mda's laghu-guru (short-long) pronun- 
i iahon, or sometimes tends to follow some 
i>t her type of chanda. However, there is 
i it) such rule that a tune must always have 
chanda, although there is scope for faint 
.ippearance of free (unrestricted) chanda, 
due to the application of stress (prasvan), 
pause (yati) and movement (gati), in a 
heautiful manner. In most cases a musical 
composition has its own inherent chanda 
for which a composition becomes more 
beautiful. 

Chanda O Tala (W^ sft ^t)— (chanda and 
tala) — Chanda (rhythm) is located within 
the pattern of composition of tala. The 
chanda makes tala sometimes restless, 
sometimes turbulent. It gives expression 
to samata (similarity), asamata (dissi- 
milarity) and visamata (irregularity). This 
uniqueness of tala and chanda of kavya 
(literature) are not the same things, 
though some similarity between the two, 
in one or two places may be observed. 
The chanda in lyric brings in strains of 
melody, creates swing and helps to 
enhance its beauty; while chanda in tala 
brings in beauty of movement. This 
movement is observed in action, in song 
.nul in dance, but these have no close 
relationship with literature. However, in 
ancient times a tendency was observed to 
utilise ehandasof kavya (literature) in tala. 
I I i is remark is also not untrue that the 
1 i n its oi many varieties of tala lie hidden 
in the ehandasof kavya. But it is more true 
thai tSla initially had originated on 
■i i ount of its relation with action and 
musii and thai the same had continued. 
Willi the development of music and various 
eipei mienl.itions and trials, chandas of 
l.il.i have yielded many varieties. 

I ,l.i has samapaili i h.tnd.i with 2, 3, or I 



matras (beats); Visama-matrik chandas 
with matras 2-3, 3-4, 4-3, 4-2, etc.; asama- 
matrik chandas with matras 2-3-4, 3-2-2- 
3-4, etc.; adi-chandas with matra 
arrangements of 1 !4- V4- 1 etc.. 

Chanda o nartana (3^ 3Tt ^ftfa) — (Chanda 
and dance.) Where there are movements 
and body actions in nartana (dance), 
chanda enhances the beauty of dancing. 
Role of chanda is minor where expressions 
of emotions are concerned. 

Chanda o laya (3^ 3?t cTT) — [Chanda»and 
laya (tempo).] There is a swing in chanda, 
and a feeling of undulation. As long as this 
lasts as a natural feeling it is full of chanda. 
Hence, chanda is a feeling, full of 
movement, which can be sensed. Sense 
of chanda ceases when this- movement 
loses its tempo, that is, ceases to exist 
before the commencement of next 
movement. In ati-vilamvita laya (very slow 
tempo), tempo of movement ceases, 
hence chanda loses its existence. 

Chanda-matrika (w^Hifa*)— The tala or 
tana which applies summation of 
matras (beats) following a particular 
chanda. There may be many varieties for 
specific application of chanda-matrika 
matras, e.g. — (1) Sama, (2) Visama, (3) 
Asama, (4) Laghu, (5) Guru. [See : 
Matra and other relevant terms] 

Chandas, Chandah (3^1., Name of 

a particular book (grantha) of Sama-gana. 

Chandovatl (d-^dd) )— [See : Srati]. 

Chandovaddha alankara («-^)q^ 3l?Tfn) — 
The alankara (ornamentation), in which 
chanda of famous tala has been followed. 
It used to be of eight varieties in the middle 
ages, e.g.— 

(1 ) Dhruva — arranged in 14 matrika-chanda 
(chanda consisting of 14 beats) of Dhruva- 
tala : SRi GMGRi SRiGRi SRiGM. [other 
name is Indranila]. 

(2) Manflw, Mathya — Arranged in 10 
mitrika chanda (chanda consisting of io 
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beats) of Mantha-tala: SRi SRiSRi SRiGM. 
[other name is Mahavajra] 

(3) Rupaka — Strung in 6 matrika-chanda 
(chanda consisting of 6 beats) of Rupaka- 
tala : SRi SRiGM [other name is Nirdosa]. 

(4) Jhampa, Jhampa — Strung in 10 matrika- 
chanda (chanda consisting of 10 beats) of 
Jhampa-tala : SRi SRiG SRiGM-. or SRiG 
SRi SRiGM- or S SRi SRiG SRiGM. [other 
name is SIra]. 

(5) Triputa — Arranged in 7 matrika-chanda 
(chanda consisting of 7 beats) of Triputa- 
tala : SRiG SRiGM. or, SRiGRi SRiG [other 
name is Kokila] 

(6) Adda, Atha — Arranged in 12 or 14 
matrika-chanda (chanda consisting of 12 
or 14 beats) of Adda-tala : SRi GRi SRi SRi 
SRiGM. or, SRi-G- S-RiG- M-M-. [Other 
name is Avarta]. 

(7) Adi — Arranged in 4 matrika-chanda 
(chanda consisting of 4 beats) of Adi tala: 
SRiGM. Some call it Ekatala, in which the 
matras are of faster laya. [Other name is 
Sadananda]. 

(8) Jhompata — Arranged in the 8 matrika- 
chanda (chanda consisting of 8 beats) of 
Jhompata-tala : SRi SRi SRiGM. 

These alahkaras (ornamentation) bound by fe 
chanda are not very recent. At that time'—: 
chandas were applied in Laghu-matra, 
Gurumatra etc. stages and Laghu matra 
used to be constructed of 4, 5, or 6 aksaras. 
[See : Matra, Aksara] As an example in 
Dhruva chanda — Laghu +guru= 4+10 or 
Laghu + Laghu + Laghusekhara=4+4+6. 
In Manthya chanda, Druta + laghu + 
laghu = 2+4+4, etc.. In modern times, 
chanda and tala being based on matras 
instead of Druta, Laghu, etc., aksaras of 
2,4, etc. are being called-matras. Earlier, 
while Lagu+Lagu+Laghu+Laghu used to 
be mentioned to denote tala, in modern 
days the rule is to call 4+4+4+4 matras 
instead. 

Chapka 1 (*5T*FT)— To lift the hand quickly 



after hitting the string with the tips of the 
finger. 

Chapka 2 (e>4*i) — Name of a particular 
tala. 

Chapki (»H=t)l) — Name of a particular tala. 
Chavimana (afanii) — [See : 6abda-guna] 
Chauni (*5T3ft)— The hide -covering on the 

face of the drum of percussion instrument; 

Pudl. 

Chad petar gana (3R ^HR 1H) — Name of a 
particular folk song (sung during olden 
days while curing of roof-top). 

Chand («5K) — Name of a particular folk 
song of Orissa. 

Chaya 1 (^RI) — Name of a particular raga. 

Chaya-yukta raga-nama (STqT'gsRT <imiih) — 
Raga names with prefix Chaya — Chaya- 
kalyana, Chayakosa, Chayakamoda, 
Chaya-gurjarl, Chaya-gaud, Chaya- 
todi, Chaya-tarahginI, Chaya- tilak, 
Chaya-nat, Chaya-pancak, Chaya- 
bihaga, Chaya-belavala, Chaya- 
mallara, Chaya-saindhavl, etc.. 

Chaya 2 (t5RT)— Kaku [See : Kaku]. 
Shadow /semblance. Introduction of slight 
hint of some other raga while performing 
a particular raga. 

Chaya 3 (WH) — In the framing of 24 srutis 
(microtone) of Karnataka system, it is 
the name of the 17th sruti. 

Chayanl-todl (sSWI-0 ^)— Name of a 
particular raga. 

Chayalaga (WTTcTT) — Salaga, Salahka. 
Made up of combination of two ragas. 
Made up with a part of another raga. A 
raga, in which, resemblance with the 
suddha (pure) form of a raga is partially 
maintained (here the name chaya 
implies that some resemblance with the 
suddha form is retained). [See : Buddha]. 
Normally, the word Chayalaga is applied 
to raga; but Chayalaga or Salaga can 
be tr.uvii in pr.ih.mdh.i ,ilso. 



Chlylli-^odi (WPTTCft zW)— Name of a 

p.uticular raga. 
Chalikya (wiRi«w) — Name of a particular 

ancient giti-natya (opera). 
Chu| 1 (f|2) — Arrival at a far away svara, 

from One svara, scaling over intermediate 

■.v. was. Jumping from one svara on to 

mother. 

( hut is of 4 kinds, e.g. — 

(1) Atuka, Vik$epa — Ascending from one 
IVtri in any other (svara) before the 8th 
sv.ira. [Thi' word is available as arcaka] 

(2) Khitaka, Prakyepa — Opposite state of 
.it.ika I'l lu- word is also available as 

i ii.m .i | 

( t) Swritttara, HvarH^uktt — Going to the 
Mlli ',\ ,n.i limn .i I'.nlii ill. ii 'A .in 

I I) VukAl lUpiivismg .i . In- li t ni sv.iras 
. i . lull In ,is|,im,i slh.ui.i (8th place) 
\Svi< I'ukail 

< hllj ! (<!/) I !»• pi.ist.wa applied in the 
m.in|li,i «.i inidille portion of abhog.i 

i. in,-. i .mil |(id pin lion of alapa. [See : 
I'i.i.I | 

< Ktl| S (^Z) — Particular ahga (element of 
Conpotition) of Kir tan a, in which the 
pi>i I urn ol pada (lyrical composition) is 
•.nil)', m light type of talas. 

t liul tana (v^cTH) — Tana, in which cluster 

ol sv.i i . is situated far apart are applied like 

I hut [See I'.iner Sanja] 
Chiif.! (f3)— Name of a particular tala. A 

Bpei lalised type of tala in KTrtana. [See : 

1 11a & ( kind, i vibhaga] 

< lui|a-Sangat (^^Tfrl) — Playing of Lahra 
[See I aharl] on pakhavaj. [Playing of 
I ahrfl nil tabla has become famous. But 
Mrdaflga or pakhavaj, when played as 
■...Ii) (Suska vadya) in not called 'Lahra' 
v, ill. m. though there is no doubt that the 
word Lahra has evolved from the ancient 
popular word Laharl Laharl was another 
name of udgraha (a particular stanza) of 
V. i.ly. i pr.ib.mdh.i played on instrument, 
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and in those ancient days Vadya- 
prabandha used to be practised only on 
instruments such as pataha-hudukka, etc.. 
It is to be observed that pakhavaj is 
related to pataha, yet in its act of playing, 
the word lahari is not present. Perhaps, 
due to this reason, the term chuta- 
sahgat has been created later. The 
meaning of chuta is vislista (separated/ 
analysed)]. 
Ched 1 (#5) — Alahkarika or ornamental 
playing in a sympathetic manner in string 
instruments. Extra strokes on cikari or 
sympathetic strings according to matras 
(beats); striking the cikari after striking 
the main string while the strain of tune is 
still there. 

C hed 2 (&S) — Playing instrument such as 
t. mpiit,i, rU with the touch of fingers. 

Chenda, Cenda (^5T, ^51) — Name of a 
particular anaddha (membranophone) 
instrument of Karnataka. 

Chepka (^H"*i) — Name of a particular tala. 

Chele-bhulano-chada g^Fft s53T)— The 
verses recited in tune to keep children 
amused or to distract their minds. 

Cho (^f) — Name of a particular folk dance 
of Purulia [Some eminent persons opine 
that Chau and Cho are two different 
dances. The first belongs to Mayurbhanja 
while the second belongs to Purulia.] 

Chot (s?te) — Tasma; Dorak; Baddhi; 
Particular rope made of hide strip to keep 
the chauni (top covering of hide) of 
anaddha vadyas (membranophone 
instruments) taut. 

Chota-Khayal (^tel ^TTcT)— Khayal of 
madhya (medium) or druta laya (fast 
tempo), in which there is less scope of 
vistara (expansion) and more scope of 
tana etc; Khayal of small stature; DunI 
Khayal, Choto-Khayal. 

Choll tana (tJurrt <TR) — Those tanas and 
vistaras of Dhrupada where inherent 



specialities of tala, laya or chanda are not 
maintained nor the trace of those are 
preserved. 

Chau, chou (*53, — Name of a particular 
folk dance of Seraikela. 

Ja W 

lamia (^n) — Corruption of Jahgula. Dhun. 
Jamla-gana 0^ 7 TR) — A dhun type of song. 

Songs made of mixed ragas. 
Jagajhampa 1 (^'l^)-Name of a 

particular anaddha (membranophone) 

instrument. 
Jagajhampa 2 — Jagajhampa; 

Name of a particular tala. 
Ja-gana (5T-TT) — [See : Gana] 
Jagapala (*1'ihici) — Name of a particular 

tala. 

Jangula, Jamil (*i-S£<ni, ^n) — Name of a 
particular raga. 

Jatyat (-nq^) — Name of a particular tala. 

Jati fsrfft) — Karnataka-name for bols 
(syllables) of anaddha vadya (membra- 
nophone instruments). 

Jatisvaram (*i(d*«K*t,) — In Sahglta-darpana 
treatise, there is description of a dance 
called yati-nrtya, an ancient Karnataka- 
nrtya, in which dance used to be per- 
formed in unision with the vadyaksaras 
(syllables of instruments) that is, with the 
instrument the pataksaras or bols were 
sung and with the movement of the feet, 
those bols were transformed into dance. 
From that yati-nrtya, the dance style of 
Jatisvaram evolved at the end of 18th 
century through evolution. The Vadya- 
ksaras of this dance are divided into tuks 
of pallavi, anupallavi and caranam and 
are sung and expressed through the 
medium of dance. But, at present, though 
the name Jatisvaram still remains, 
Solakattu or sargam is used instead of 
j.iti. [atisvaram is found to be presented 



as part of Bharatan&tyam. [See 
Bharatanatyam]. 

Jana-todI (*R<rt"5l) — Ancient name of 
Hanumat-todi. 

Janaka (*ii<*>) — In the ancient times when 
Desigitas established themselves, their 
tunes came to be known as ragas. After 
that, many ragas kept originating 
following and pursuing those ragas. In 
an effort to bind them all together a system 
came into existence by which the initial 
ones were called janaka', meaning 
'janamadala' (one who has given birth) 
and the later ones were called 'janya', that 
is, born out of janaka. This system is 
known as 'Janaka-janya' paddhati. In 
ancient times, the Grama-ragas were 
'janaka' and ragas like Bhasa, Vibhasa 
etc. were 'janya'. Later on, when Bhasa- 
Vibhasa gained prominence, these also 
became janaka', and later-DesT ragas 
started being reckoned as 'janya'. During 
this period, Grama ragas got the respect 
of Gandharva ragas. Gandharva- 
sastrakaras (authors) had proclaimed a 
pre-raga sutanika (melody type), named 
jati, as the 'janaka' (parent) of Grama 
ragas in an effort to maintain the 
influence of religious music unimpaired. 
[See : Sutanika]. 

Janaka-thata (^H^r BR) — The thata which 
bears the name of the janaka (parent) of 
HindusthanI janya ragas (offspring ragas). 
The Hindusthani terminology for 
Karnataka 'Melakarta'. [See : Thata]. 

Janaka raga im) — Thata-raga. The 

name of the raga with which the thata 
is identified. In Karnataka paddhati it is 
called Mela-raga. Janaka raga, as per 
Karnataka paddhati is sampurna in 
aroha and avroha (with all the seven note 
in both ascendance and descendance) and 
connected to each othei n is forbidden to 
use any more nolrs than seven in this. 
But during the middle ages, j.in.ik.i ragas 
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ihoiij;i) had seven svaras, there was no 

hard and fast rule tli.it these would be 
.mipurna in aroha-avroha and be 
connected with each other. In those days, 
Mela or Thata or Samsthana would 
accept that raga as 'janaka-raga' which 
was ancient or famous or well established 
[See : Mela-raga, Samsthana]. 

Janya-raga ("3PTTPT) — Raga under thata. 
Jatiraga, Desiraga, Chayalaga ragas, etc. 
originating from Jati-sutanika (melody 
type) or Gramaraga, Bhasa raga, etc.. 

Japatala (*ih<iici) — Name of a particular tala 
of Kirtana. 

Java — Name of a particular alarikara. 

Javatva (*iqcq) — Motion in acts of dance. 

Javab 1 (*raFO — (A. Javab=reply). Exhi- 
bition of a cluster of svaras in another 
cluster of similar svaras in a song. 

Javab 2 (^R) — Exhibition of skill in 
instrument by replying the svara pattern 
in a song by identical repetition, or by 
replying to specialities of laya (tempo) by 
identical laya pattern. 

JavabI tana (^qi4) cJR ) — Displaying identical 
pattern of a saptaka (heptad) in its another 
part without disturbing the svara 
arrangement and sequence of a tana. 

Javabi-Sangat (^qi^l TTf?T) — Exhibition of 
identical bol (syllables) artistry by the 
accompanist in reply to the tana and toda 
that are sung or played. [See : Tana, Toda] 

Java, Jaoa (zffl, ^ftsTT) — Java; Kon; Vadya- 
sabdika; The triangular hand-held 
plectrum made of wood, horn or coconut- 
shell, with which Rabab class of string 
instruments are played by stroking the 
strings. 

|avarl, Jaoarl (apTTft, oitsTRt) — Javari; 
Joyari (in Bengali), Kala. Resonance like 
ihe humming of a bee is produced by the 
use ol pv.i [Sec : [Iva], The open 
resonant e 01 sweel twang produced by 

coming in contact with the savari 



(bridge), when the string is Stroked/ 
plucked. 

Javari-saf (^wl-'frTO) — Javarl-saf, 
Joyari-saf. The space between the string 
and the bridge is rubbed clean with some 
tools in such a manner, that a narrow gap 
is created between the string and the 
bridge and because of such a gap, when 
the string is plucked, sometimes there is 
contact with the bridge and sometimes 
not, resulting in production of sound with 
undulation or with open resonance. In 
tanpura, thread type of jiva is used, 
because of which, high, open and swinging 
sound is produced while in sitar etc. since 
there is no jiva, sound becomes shrill, 
open and resonant. [See : Jiva]. 

Jamjama (^PTSRT) — (A. Zamzama=novel 
change in voice) Particular gamaka 
(embellishment) produced by uttering or 
striking two consecutive svaras twice, one 
after the other. [See : Gamaka] 

Jamjama tana (^ih-*ihi clH) — Tanas made up 
of a cluster of svaras, each uttered twice. 
Tanas made of twice uttered svara- 
cluster, mixed with some other svaras [See 
: Taner Sahja] 

Jaya (Wl) — Name of a particular ancient 
venu (flute). Name of particular ancient 
tala. 

Jayajaya-yukta-raga-nama f^sPT ^3?T TFT 
^TTO) — Name of ragas with the prefix Jaya 
jaya — Jayajaya-kalyana, Jayajaya-bela- 
vala, Jayajaya-mallara, etc.. 

Jayajayanti (^RT^Ptft) — Name of a particular 
raga. 

JayajayantT-kanara (^■H^-Htil <wm) — Name 
of a particular raga. 

Jayat-yukta raga-nama (^RjgsfiT WHIM)— 
Name of ragas with the prefix Jayat — 
Jayat-kalyana, Jayat-puriya, Jayat- 
basanta, Jayat-belavala, Jayat-sri, Jayat- 
gankara, etc.. 

Jayati (apjeft)— Name of a particular raga. 
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Jayanta — Name of a particular raga. 

Jayanta-yukta raga-nama (^t^T-^^R! 
tl'HIM) — Names of ragas with the prefix 
Jayanta — Jayanta-kali, Jayanta-kedara, 
Jayanta-mallara, Jayanta-sri, Jayanta- 
sarahg, etc.. 

Jayamangala ("Sf^T^cT) — Name of a 
particular tala. 

Jayamantha — Name of a particular 

tala. 

Jayamanoharl (^H-ile^) — Name of a 

particular raga. 
Jayasri (^PT?ft) — Name of a particular raga. 

Name of a particular tala. 
Jaya (Wfi) — A particular Sruti-name. Name 

of a particular tala. 
Jayavati («wqal) — Name of a particular 

raga. 

Jarab 1 — (A. Zarb=strike) Hati; striking 
with kon (plectrum) or nakhi. 

Jarab 2 C^R^) — 'Sama' (most accentuated 
beat) or tali of tala-division. 

Jarab 3 RT^)— Mizrab. Thok. Bols 
(syllables) rich with thok. [See : Thok] 

Jarabdar tana (^TT^TT ?TPT ) — Thok-tana; 
The tanas produced by uttering svaras in 
intermittent fashion or by pushing. [See : 
Taner sahja] 

Jaltaranga (-fl<na<^) — Udaka vadya; Sapta- 
sarab. [See : Vadya]. 

Jalad C^Tc^) — (derived from the Persian 
word Jaldi). With fast tempo. [The word 
is applied in cases of gitabandha (lyrical 
composition); gat, (instrumental composi- 
tion), tana, and tala]. 

Jaladhara (^TeW) — Name of a particular 
ancient raga. 

Jaladhara-yukta raga-nama (^TeT*TT 
<I'HIH) — Name of ragas with the prefix 
Jaladhara — Jaladhara-kedara, Jaladhara- 
sarahg, etc.. 

Jalsa — (A. Jalsa= Assembly, festivity, 



dance) Assembly of dance and music; 

music festival. 
Jaheji (anhjft) — (A. Jaheji=dowry of 

daughter's marriage) Any item related to 

music given to son-in-law as dowry. 

[Normally, Jaheji implies jaheji-chiz, jaheji- 

raga, jaheji tana] 
Jag gana (-ni'^'iii) — Name of a particular folk 

song. 

Jagaraha-gana (aim^i-TR) — Portion of a 
Klrtana type of Pala-gana, which is 
sung keeping awake throughout the night. 
[Some call it jagar or jagari]. [See : Klrtana, 
Pala]. 

Jaj-yukta raga-nama (^i^<ki <hi-iih) Names 
of ragas with the prefix Jaj — Jaj- 
kanra, Jaj-mallara, etc.. 

Jat (^n^) — Jat; Particular gitabandha, in 
which different languages, ragas and 
talas are applied in the khandas (portions) 
or padas (wordings) of each tuk. (stanza) 
[The term perhaps was innovated by a 
particular person] 

Jat-kirtana (^iflthlcfa) — Jat-gana; Those 
famous songs of Klrtana which are 
considered to be excellent examples of 
pure styles of Gadanhati, Manoharsal, 
etc.. To change the tune of these songs, 
style of singing and manner of tala, are 
considered to be a crime in the society or 
6astras of Klrtana. 

Jat-gana (^ffiT-TH) — Songs of Jat-kirtana, 
Dagi-gana [See : Jat Klrtana] 

Jati 1 (^stlfcT) — The number of aksaras in the 
circle of ancient Dhruva-glti. [See : 
Aksaras, Dhruvagiti) 

Jati 2 (3Trf?T) — The series of ancient chandas 
applied in Dhruva giti, e.g. — Atyukta, 
Madhya, Pratistha, Gayatri, Usnik, 
Anustup, Brhatl, Parhkti, Jagati, 
Capala, Udgata, Dhrti, Tristup, Ati- 
jagati, 6akkari, etc. — 90 varieties. 

Jati 3 (^nfa) — Action of membranophone 
instruments related with ancient natya 
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(drama), expressing different-emotions, 
l 1 1. ii. it ten, 01 movements of things, e.g. — 
SuddhA, I Jesanurupa, Desadpetarupa, 
ParySyi, Viskambha, Paryasta, Samra- 
mbhfi, Parsnisamasta, Duskarakarana, 
Oradhagosthika, Uccitika, Ebarhvadya, 
Mrdahgapanava, Avaklrna, Ardhava- 
kn n.i, Samplava, Vidhuta. 

fit] 4 O^nfe) — Particular svara-pattern of 
Mfirga gita [See : Marga 1]; Svara-rupa 
(proper image of notes) or sutanika 
(melody type) produced with the proper 
application of murcchana (ascending/ 
descending order of notes), varna (stages 
of movement) and ten-laksanas 
(characteristic). This may be called the 
i i.i ndharva-rupa (image) of raga. [Jati 
had a few specialities, one of which was 
the unique application of arhsa (the main 
svara of a raga). This application could 
i h.inge the real image of jati, due to 
which several images used to be expressed 
from one jati, and which may be 
i ( >mpared with the method of shifting sadja 
i lie tonic to change ragas. In modern 
times just as Belavala gets transformed 
into Kafi, if 'Ri' of Belavala is accepted 
.is Sa' similarly in the ancient days, if 
different arh£a svaras of jati were 
.in opted as 'S', same jati could assume 
many images. The real image of the jati 
could be known by the special application 
of the main arhsa svara. From treatise 
^iiii^lta-ratnakara, one gets an indication of 
ascertaining such images and partly 
from the treatise Brhaddest. Example : 
mucchanas of Sadaji-jati Saptasvarika 
S.ujjadi (ArohT/ascending scale) SoooRio 
( ioo Mooo Pooo Do Nioo S\ 

Its main arhsa is 'S', so the real image of 
S,i v la)i jati was 3 S, 4 Ri, 2 G, 3M, 4 P, 4 
I ), 2 Ni, that is, like Kafi of modern times. 
In ancienl times the number of jati 
(Suddha) vv.is7, but in later period another 
I I viki l.i |itia were added to make the 
number 1H, out of which the first seven 



were called Suddha-jati. The 18 names 
are: 

1. Sadaji, 2. Arsabhi, 3. Gandharl, 
4. Madhyama, 5. Pancami, 6. Dhaivati, 
7. Naisadi, 8. Sadja-KaisikI, 9. Sadjodic- 
yava, 10. Sadjamadhyama, 11. Ganadha- 
rodicyava, 12. Rakta-gandhari, 13. Kaisiki, 
14. Madhyamodicyava, 15. Karmaravi, 

16. Gandhara-pahcami, 17. Andhri, 
18. Nandayanti. (Still later, many distorted 
versions were created from jatis. These 
used to be called vikrta-bheda, the 
number of which was 153). The jatis 
originated from Sadja and Madhyama- 
gramas [See : Grama], out of which, 7 
were of Sadja-grama and 11 of 
Madhyama-grama] . 

Jati 4 laksana (^nfit 4 cTO^r) — The real signs 

of identification of jati. These were 13 in 

number; e.g. — 1. Graha, 2. Arhsa, 3. 

Nyasa, 4. Apanyasa, 5. Sarhnyasa, 6. 

Vinyasa, 7. Bahutva, 8. Alpatva, 9. 

Sadava, 10. Auduva, 11. Mandra, 12. 

Tara, 13. Antaramarga [These were ten 

at the initial stage]. 
Jati 4 Giti (^flftf 4 "nffir) — Giti originated out 

of Jati, e.g. — BrahmagTti, Kapala, Kambala, 

etc. [See : Giti]. 
Jati 4 Raga (snfa 4 TFT) — Jati-janya or ragas 

originating from jati. These were 20 in 

number, e.g. — 

1. Sri, 2. Natta, 3. Bahgala, 4. Dvitiya 
Bahgala, 5. Bhasa, 6. Madhyama- 
sadava, 7. Rakta-harhsa, 8. Kollohasa, 9. 
Prasava, 10. Bhairava, 11. Dhvani, 12. 
Megha, 13. Soma, 14. Kamoda, 15. 
Dvitiya-kamoda, 16. Amra-pancama, 

17. Kand-arpa, 18. Desakhya, 19. 
Kaisika-kukubha, 20. Natta-narayana, 
[These jati-ragas were marked as 
'ragas'.] 

Jati 4 Sadharana 03nf?T 4 'W^TT'T) — [See : 

Sadharana]. 
Jati ("3TTf?T ) — A variety with the 

( haracteristfc a ol prabandha etc. [In this 
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context, the word 'Jati' is used as a suffix 
to 1. Prabandha, 2. Sruti, 3. Tala, 4. Raga, 
and 5. Vadya]. 

1. Prabandha-jati: — It is of five varieties, 
e.g. — (i) Medini, (ii) Anandini, (iii) Dipani, 
(iv) Bhavani, (v) Taravali. According to 
another opinion, (i) £ruti, 

(ii) Niti, (iii) Sena, (iv) Kavita, (v) Campu. 

2. Sruti-jati: — It is of five kinds, e.g. — 
(i) Dipta, (ii) Ayata, (iii) Madhya, 
(iv) Mrdu, (v) Karuna. 

3. Tala-jati : — It is of five kinds, e.g. — 
(i) Caturasra, (ii) Trysra, (iii) Khanda, 
(iv) Misra, (v) Sarhkirna [See : Tala] 

4. Raga-jati : — This is of three types as per 
number of svaras applied in the raga, 
e.g. — (i) Sampurna, (ii) Sadava, (iii) 
Auduva. It is of 9 types according to the 
difference in number of svaras applied in 
arohi (ascendance) and avrohl 
(descendance), e.g. (i) Sampurna- 
Sampurna, (ii) Sampurna-sadava, 

(iii) Sampurna-auduva, (iv) Sadava- 
sampurna, (v) Sadava-sadava, (vi) 
Sadava- auduva, (vii) Auduva-sampurna, 
(viii) Auduva-sadava (ix) Auduva- 
auduva. [The forms achieved due to 
difference (dissension) in murcchana, may 
be called upa-jatis (sub-jatis or 
derivatives) of Sampurna, Sadava and 
Auduva, and among these upajatis there 
may be a place for the tenth one called 
misra (mixed) [See : Raga-jati] 

5. Vadya-jati: — there are four types as far as 
string instruments are concerned, e.g. — 
(i) Udatta, (ii) Lalita, (iii) Ribhita, 

(iv) Ghana [See : Vadya jati] 

Jatya ("3n?*T) — Name of a particular Vedic 

svara [See : Vedic svara]. 
JafarkhanI tana (oii«+>«gn1 W\) — One of the 

varieties of tana. 
Jabda (^(31)— (A. Jabda=Cheek) Distorted 

utterance of svaras by blowing up or 

vibrating the cheeks. 



JavalT (-Jiiqcil) — Javali (Ka. Javadi=Poems on 
indescent love episodes). Particular 
entertaining Karnataka songs which are 
based on popular love episodes and set in 
fast tempo. [See : Gitabandha] 

Jari-gana (^ikI'iH) — A particular variety of 
folk song. 

Jigar 1 (f^ 1 )— (P. Jigar=Soul, heart) The 
inherent character or image of a raga. 

Jigar 2 (fWX\ 2) — Islamic spiritual songs, 
which were propagated by KazI 
Muhammad during the Muslim Era. Its 
other name is Jakri, stanzas of which are 
called 'pTdT' or 'pirf . 

Jigar 3 (f^FT^ 3 ) — Particular Persian dance 
style which was proclaimed as 'Jakkarf. 

Jijunat (l^i^iin) — Name of a particular tala. 

Jit (fac!) — Name of a particular alarhkara 
(ornamentation). 

Jilf (PjtQiMi) — Name of a particular raga. 

Jila, Jilha (fclelT, fij^i ) — Name of a particular 
raga. Name of a particular dhun. 

JIvanI (*fta-il ) — Life story and character 
details of famous personalities related with 
music. Those whose biographies are 
discussed in the subject of music, are : 
1 . Vaggeyakara (equally efficient as a poet 
and singer), 2. Gitakara (com-poser), 3. 
Gita-sahityakara (who com-poses the 
lyric), 4. Surakara (composer of tune) 5. 
Srasta, Miya, Khalifa, Maharaj (creators, 
veterans) 6. Sastrakara (musicologist), 7. 
£astra jhani (expert on sastras) 8. different 
classes of Gayaka, Vadaka, and Nartaka 
(singer, players, dancers). 

These divisions are related with the two 
categories of North and South Indian 
styles. These two are again divided into 
four subdivisions of — (i) Gandharva, 
(ii) Classical-desi, (iii) Popular-desi, and 
(iv) folk-musicians. At the present time, 
the biographies of modern musicians of 



different strataa are to be ( onsidered 
according to the above mentioned sub- 
divisions. [See : Sarigitajria] 

[The biographies of Indian musicians are not 
easily available and being controversial, 
very few are worth discussion.] 

Iivasvara — Arhsa-svara; Vadl- 

Bvara (the most important svara in a raga). 

[TvS C^fNT) — Jiva; The bamboo string (made 
from the skin of bamboo) or silk-thread 
or cotton thread inserted between bridge 
and the string for resonance. [Jiva has also 
been mentioned at later times as Jivadi] 

|udi, Judi Ogfe, ) — Pair. The togetherness 
of two persons or of two things. Co-singer. 
Assembly of more than one singer in a 
yatra/jatra performance. [See : Yatra/ 
Jatra] 

Judir gana 7 1H) — Singing together by 
more than one singer, before and 
inbetween a Jatra-performance. 

I ud ir- tar (^Hf^m) — Two strings next to the 
nayaki or main string of Sitar type of 
instruments and both tuned on the same 
sadja-svara (tonic-note). 

Judir vadya ^RI) — Two identical 

mandira type of ghana-vadyas (idio- 
phone) which are played in Jatra/ yatra 
performance. 

Juthi-kamoda Virata) — Name of a 
particular raga. 

Jumer gana 'IN)— Name of a particular 
folk song. 

Jaithi svaram ("3*D*q<*0— Jatisvaram. [See : 

Jatisvaram] 
Jog (^fn) — Name of a particular raga. 
Jog-yukta raga-nama (^T-'^t! TFT-TO) — 

Names of ragas with prefix Jog — Joga- 

nandl, Jog-baran, Jog-bhairavl, etc.. 
[oganl, JoginT (^il'i-il, ^IPiil) — Name of a 

particular raga. 
Jogiya — Name of a particular raga. 



Jogiya-yukta raga-nama (oiK'Wi ^^RT TF1- 
■^FI) — Names of ragas with prefix Jogiya — ' 
Jogiya-asavari, Jogiya-basant, Jogiya- 
bhairava, etc.. 

Jog! (^)— Jogiya. 

Jod (^ite) — Corruption of the word joda. The 
madhya (middle) and madhya-druta 
(medium-fast) portion of alapa. The 
modern version of ancient Sthapana. [See : 
Sthapana]. The portion of alapa, where 
double svaras are used most. 

Jodani (*Tl-spJ|) — Mixed playing of ancient 
bols (syllables) of different nature. 

Joda (%5I) — After Sthapana [See : Sthapana] 
in instrumental music and after playing a 
few syllables with 'thorn', the bits of 
syllables which were played twice in an 
ancient membranophone instrument, 
were called joda. For example : to play the 
following syllables twice — Takadhikata 
takadhikata dhikata-kata takadhikata 
takatakadhikata dhikatakata dhikata. 

Jodl-gana (sfrgt THT) — The song sung by two 
singers together. 

Jodl-thok (^frst BfaO — Conflicting strokes, 
struck with two fingers together, on the 
string, due to which dra, dre etc. syllables 
are produced. 

Jodl-tambura (^Tst ?F^T) — Two tanpuras of 
identical size and characteristics, tuned on 
the same note, played for vocal 
performance. 

Jodl-nrtya C^fTSi "=JcEl) — Dancing together by 
two persons. 

Jodl-vadya C^Tl ^ra) — Two identical 
instruments performed upon together. 

Joyari (4l4lfl ) — [See : Javari] 

Jaun-yukta raga-nama (^R "3^T Tm-TO)— 
Raga names with the prefix Jaun — Jaun- 
baras, Jaun-basant, Jaun-bahar, Jaun- 
bihag. 

Jaunpuri (^ll-in/l) — Name of a particular 

raga. 
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Jaunpuri-yukta raga nama (^Tjft 
TFT-TR) — Raga names with the prefix 
Jaunpurl — Jaunpuri-asavarT, Jaunpuri- 
todi, Jaunpuri-basant, Jaunpuri-bahar, 
etc.. 

Jaunl-kanara ("sft'Tt <*>ih.i) — Name of a 

particular raga. 
Jyoti-yukta raga-nama (^ffii <HHW)— 

Raga names with the prefix Jyoti — Jyoti- 

kamalaksl, Jyoti-kalyana, Jyoti-gauri, etc.. 
Jyotistoma C^Rt^R)— Auduva suddhatana 

[See : Tana] 
Jyotismatl («iifti«Hfll) — Name of a particular 

raga. 

Jha ft?) 

Jhankara C5T§fR)— Resonance; Jhala. 
Resonance of the side sympathetic strings 
in Vina type of instruments. 

Jhankarer tar TTR) — The strings for 

resonance. The strings of tarab' 
(sympathetic strings) of string-instru- 
ments. 

Jhtak (?T33? ) — Giving jerk to a svara; 
intensification. Suddenly becoming faster. 
Moving from one svara to another svara 
suddenly. 

Jha tak tana (5T237cTR) — [See : Taner prakara] 
Jhatka (F^FT) — Agitating of one svara 

repeatedly. Giving a thrust repeatedly to 

more than one svara. 
Jhaptala ^haici) — Particular pronunciation 

of Jhampatala, by ustads (veteran 

musicians). 
Jhapak (fFRj;)— Jhapata. [Se : Jhapata] 
Jhapata (^FTTHf) — To jump; to become faster 

and move suddenly from one place to a 

far off place (one svara to a distant svara). 
Jhapata tana — [See : Taner prakara] 
Jhampa — Name of a particular 

alankara (ornamentation). Name of a 

particular chanda (rhythm). Name of a 

particular tala. 



Jhampaka (5CH*)— N.iinc ol a particulai 
tala. 

Jhampa (3TRT)— [See : Jhampa] 
Jharjhara (?T?TT) — Name of a particular 

membranophone instrument. 
Jharjharl (?T?TTt) — Name of a particular 

idiophone instrument. 
Jhallak (sH^ei*) — Name of a particular 

idiophone instrument. 
Jhallarl ($Hcml ) — Name of a particular 

membranophone instrument. 
Jhajh (PIT) — Name of a particular idio- 
phone instrument. 
Jhajh-yukta raga-nama ($fl$l y<W TTT-^TR) — 

Names of ragas with prefix Jhajh — Jhajh- 

kanara, Jhajh-mallar, etc.. 
Jhajhar (WfR) — Name of a particular 

idiophone instrument. 
Jhad (?TTS:)— Jhala. [See : Jhala] 
JhadkhandT (^is<si u sl ) — Name of a 

particular variety of KIrtana. 
Jhadsah! baj (prsW ^m)— Imitation of 

'jhala' playing on nayaki or main string of 

string-instrument. 
Jhara 1 (?TRT 1 )— JTva. [See : Jiva] 
Jhara 2 (fTRI 2 ) — Beautiful artistry or strokes 

of mizrab (plectrum). 
Jhala (?Tr?n) — Different types of strokes on 

the cikari strings. In striking on cikari 

strings repeatedly in a beautiful manner 

in sitar type of instruments, while playing 

on the main string. 
Jhalar prakara (fTfcTR TT3>R) — Varieties of 

jhala. Normally it is of four kinds — 

1. Sulat ]hala — striking on cikari string after 
playing the bol, 'da' on the main string. 

2. Ulat jhala — Striking on cikari string, after 
playing Ra' on the main string. 

3. Thok-jhala — Striking on the cikari string 
after playing one or more forceful strokes 
on the main string. 

4. Boldar jhala — Striking on cikari strings 
aftCI playing 'diri diri' type of syllables. 
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llli.il.i is also played with miiul, l.ni.i, 
misra-vani; also known to be played 
Imitating the syllables of membranophone 
instruments. Different types of jhalas are 
played on the Dhanuryantra also. These 
jhalas have been termed as-Mind-jhala, 
Tana-jhala, Jodl-jhala, Kattor-jhala, 
Kamchad-jhala, Lamchad-jhala]. 

Jhap tala (pWT)— Jhampa-tala. 

Jhfjhotl (fi^<3) — Name of a particular raga. 
|Karnataka pronunciation is Jhinjhoti, 
Bengali pronunciation is Jhijhit] 

Jhfjhotl-yukta raga-nama (f^i^ildl TFT 
^TT) — Name of ragas with prefix 
Jhfjhotl — Jhfjhotl khamaja, Jhljhoti- 
bhairava, Jhijhoti-belavala, etc.. 

Jhujhjhati, Jhurjhati (fpfTfe, Name 
of a particular tala of KIrtana. 

Jhumar (^ T TT) — Jhumur. Name of a 
particular folk-dance. 

Jhumara ^h<i) — Name of a particular tala. 

Jhumarl (^h<1 ) — Name of a particular 
prabandha. 

Jhumur 1 (?FJT 1 ) — Name of a particular 
folk-song. Songs on sentiments of love, 
along with dance. 

jhumur 2 2) — Name of a particular 
folk-song of Bengal. 

Jhumur 3 (^PC 3) — A song piece, sung in 
captivating tune and tala, after Gaura- 
candrika of KIrtana is presented. [See : 
Gauracandrika] 

Jhumur 4 4) — Different versions of 
certain talas of KIrtana. 

Jhumur 5 (^p 5) — Nupur type of ankle 
ornament. 

Jhuld, Jhultl-varan (^ifll.^mr-^t)— [See 
: Alaper Varna] 

1 1 ui lan (^n) — A particular type of folk- 
song. 

Jhulana (Sjtf-ii )— Application of tempo or 
laya after slowing down matra-kala for a 
short period. [See : Matra] 



(liomp.ila ( ' ) A particular type ol tala. 

A particular type ol alankara 

(ornamentation) which is bound by 

chanda (rhythm). 
Jhombaka (STP^) — [See : Gayana-dosa] 
Jhombada ($^s) — A particular type of 

prabandha [See : Prabandha] 

Ta (<r) 

Tanka (Z|;) — Name of a particular raga. 
Takka raga. 

Tahka-yukta raga-nama (Zg IFFfW) — 
Names of ragas with prefix Tanka — 
Tarika-kanara, Tahka-kosa, Tahka-gaurl, 
Tahka-bhairava, Tahka-srI, Tarikesvara. 

Tank! (Hgfr) — Name of a particular raga. 

Tattari (Hjrft) — Name of a particular type of 
membranophone instrument. 

Tap-khayal (^-TsTT^)— Khayal, having the 
style of calan (movement) of Tappa- 
Khayal, with the mixture of murkl-tana of 
Tappa. Khayal, composed in Punjabi 
language. [A few Punjabi Khayal singers 
and Sadararig-Adararig, two descen-dants 
of Seni-gharana, had composed Khayals 
in Punjabi language, in which one notices 
Punjabi style in some tanas and also in 
tone structure. In Shorl Miya's compo- 
sitions, abundance of tanas is noticed. In 
some ragas Punjabi language is much 
used. Even if Brja-bhasa is used, Punjabi- 
style tanas are applied in its tune in 
Yugalbandha and T a PP a ganas [See : 
Yugalbandha, Gita]. There are some 
Tappas which Shorl Miya had composed 
in pure or mixed ragas. Because these 
were created by Punjabi artistes, Punjabi 
thekas (talas) are found to be applied in 
those song. Since there were so many 
specialities in these, above mentioned 
songs got propagated in Eastern India as 
Tap-khayal], 

Tappa 1 (ZTf) — Particular Punjabi folk- 
song. 
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'lappa 2 (Z^T) — A particular type of 
gitabandha, which was created by Kavval 
artistes of Punjab. There is difference of 
opinion regarding its real name. During 
Muslim Era, its name is available as 
'Dapa', meaning — fast motion. According 
to another opinion, its name is Thapa', 
meaning print/stamp. Some opine that it 
has been created with the stamp of 
Khayal. A third opinion is, — its name is 
Tappa which means jumping. In reality, 
Tappa songs are the literary version of 
fiqrabandl of Khayal. [See : Fiqrabandi]. 
Therefore, fast movement with alahkara 
(ornamentations) is unavoidable in this 
and hence its name of Dapa is justified. 
Because of application of alankaras like 
Khadda, Murak, Rerak, etc. and the 
presence of the subjects of love, advice, etc. 
in the literary composition, its Tappa 
name is meaningful and appropriate. 
Tappa, one of the folk songs of Punjab, 
also has love, advice, etc. as the subject 
matter. Therefore, due to the similarity in 
subject matter, the gita-bandha adopting 
its name as Tappa is nothing abnornal. 
Ragas applied in Tappa are light or dhun 
type, its arhsa-svara (main note) is more 
than one and indefinite; it has two tuks 
(stanzas) and its vistara (expansion) is 
done in madhya-druta (medium-fast) 
laya, in the pattern of jod. It is sung in 
Punjabi tala. 

Tappar tala (FOR ^TTcT) — Talas applied in 
Tappa. The tala applied in Tappa 
gitabandha is commonly called Punjabi 
theka, which is of three varieties, e.g. — 
vilamvita (slow), madhya (medium) and 
druta (fast). Vilamvita or slow-pace is 
called Dhima-punjabi, medium-pace is 
called 'Punjabi', Tappa', and 'Sidhar- 
khani', and drut or fast pace is called 
Addha', 'Punjabi-theka' or Tappa'. In 
Bengal, these are named as 'Madhyamana 
theka.' 



Tappar prakara (?vm VR>K) — Varieties ol 
Tappa. Tappa is of five kinds, e.g. — 
1. LadTdar, 2. Guthaodar, 3. Fandadar, 4. 
Khaddadar, 5. Mamuli, [See : Fanda, 
Khadda, Ladi, Guthao]. 

Tappar ban (OTR ^H) — The different styles 
of singing Tappa. It is of four kinds, e.g. — 
1) Ladidar, 2. Guthaodar, 3. Fandadar, 4. 
Khaddadar. , 

Tam-tam (d^H.) — A particular type of 
idiophone instrument. 

Tam-Carh-er-gana (Z^'-t^J TPT) — A 
particular type of folk song. 

Tadinaba (<ilf<H<M) — [See : Katapayadi] 

Taki (2Tfar) — Strokes with finger. 

ft * \ - 

Tat (^re) — Patn, Finger board. 

Tikara (f^TRT) — A particular type of 

membranophone instrument. 
Tipara, Tipra BasT (f^TTTT, fe^TT ^T?ft) — A 

particular type of flute. 
Tip 1 (ifo 1 ) — Placing the finger on the 

string and pressing. 
Tip 2 2 )— Tara (upper) Sadja ('S'). Tara- 

Saptaka (upper heptad). 
TTpa (ifaT) — The act of playing on tara-sadja. 
Tukgana (£*'im) — Tuk-gana. 
Tukra 1 (^TT)— [See : Tala] 
Tukra 2 (J^Tl) — A part of Kathak-dance. 
Tukra gana (?^TT TH) — Jhumur gana of 

Kirtana. 

Tusu (5^) — A particular type of folk song. 

Tufe (^) — Expression of svaras in a divided 
or severed manner. Particular alankaras 
(ornamentations) which are detached and 
in which the svaras are expressed with 
short time intermediate pauses. 

Tail-piece (iciMlw) — The panthi made of 
wood in a violin; Lyajadi. 

Toka (^}^n) — Stroking on string or 
membranophone instruments with finger; 
Jarab. 



Totii raga (il^T TFT) — Name of a particular 
raga. 

Todl thaja (&£l BT2) — Tod! thata, a particular 
thata innovated by Pt. Bhatkhande. [See : 
Tliata] 

Tha (z) 

Thapa (HTT)— Stamp [See : lappa] 
Tha (BT) — The laya or tempo in which 
singing or playing instrument com- 
mences. The laya of the instrument is same 
as the speed of singing or playing. Slow 
tempo. [Tha, originating from thana, 
means steadiness and tha, originating 
from thaharna, means rest or pause 
indicating vilamba (slow). Other 
pronunciation of Tha is Thah.] 
Thata (HTJ) — Thata; orderly arrangement; 
frame. Successive arrangement of seven 
svaras of the saptaka either in suddha 
(natural) or vikrta (flat or sharp), in one 
of the states. The ancient sastriya name of 
thata is Sarhsthiti or Samsthana, 
Karnataka name is 'mela'. [In the ancient 
days, the name thata was introduced in 
connection with different arrangements of 
frets on a 'sacala vina', — those arrange- 
ments which explained the real identity 
of the scale with successive seven svaras 
of ragas of different nature. At that time 
the thata did not have any speciality of 
its own, — it could be Auduva (pentatonic), 
Sadava (hexatonic), Sampurna (hepta- 
tonic), according to the structure of the 
raga. Again, it could be of more or less 
than seven svaras, as far as number of 
svaras was concerned. During later 
period, the meaning of thata changed and 
it meant a saptaka (scale) which is a 
vehicle to help, including and grouping 
the ragas of similar character having 
similar svaras, into a family. In this way, 
Thata' became the 'parent-scale' for ragas 
having similar svaras of the same nature. 
Because of this, it became possible to 



consider the ragas originating from thata 
and to include a raga under a thata. This 
thata was a mere uttering of seven 
successive svaras and its arrangement, 
which may be compared to a village, in 
which live a few men called "ragas" 
connected with a common tie but are of 
different looks and nature, and may have 
blood relation or may not. Ragas being of 
many different varieties, each variety has 
to be placed under a thata, and due to this, 
though saptaka is one, the number of 
thatas has become more than one, and are 
called "janaka thata" or parent scale. Thata 
has to abide by the successive svara 
pattern and rules relating to names of 
svaras, all the time. That means, thata has 
to be with SRiGMPDNi in succession, 
SRiGM etc. must not break the successive 
pattern; there must be seven svara names 
in a thata; the natural and sharp or flat 
version of the same svara must not exist 
side by side. [Due to this reason it is not 
possible to have more than 32 thatas in 
Hindusthanl scale. But in ancient India, 
there was a custom to place Ri and M in 
an altered version of G, and the same 
custom was followed in Karnataka 
system and hence it is possible for the 
number of melas in Karnataka to be 72 
or even 90] [See : Mela]. 
Thata-nama (BR"^)— (a) (i) Suddha (pure/ 
natural) thata, (ii) Vikrta ((altered) 
thata. 

(b) 10 thatas introduced by Pt. Bhat- 
khande — 1. Belavala, 2. Kalyana, 
3. Khamaj, 4. Marva, 5. Bhairava, 6. 
KafI, 7. Purvl, 8. Asavari, 9. Todl, 
10. Bhairavl. 
[During Muslim era, 10, 12, or 14 thata 
names were available. Now a days 10 
names introduced by Pt. Bhatkhande are 
in use. Apart from these thatas, names of 
some more types are also known. Out of 
these, names of 32 thatas are worth 
considering, as these are approved by 
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HindusthanI system. These names are — 
1. Belavala, 2. Chayavati, 3. Utpala, 
4. Kalyana, 5. Harsapuri, 6. Kambhojl, 
7. Nadagiri, 8. Malava, 9. Bhairava, 
10. Candana, 11. Ranjavati, 12. Nagini, 
13. Sindhavl, 14. Sekhara, 15. Candra- 
bhanu, 16. Tarahgini, 17. SauvTra, 
18. Kaveri, 19. Girija, 20, Sri, 21. KetakI, 
22. RudranI, 23. Sivarasta, 24. Haimavati, 
25. Kanara, 26. Suvarana, 27. TodI, 28. 
Stavaraja, 29. Bhairavl, 30. MayavatI, 31. 
Malabharana, 32. Kalakantha. 

In reality, thata has an identity of its own 
but does not have a specific name; it is 
known by a number. Instead of the 
number, it is more convenient to recognise 
a thata by the name of a known raga or a 
raga with identity and hence each thata is 
given a raga name. That name is called 
Thata-nama]. 

Thata-bheda (BIS Ac;)— Normally two types 
of thatas are in vogue, e.g. — (a) S\iddha, 
in which all suddha (natural) seven svaras 
are used, example — Belavala. (b) Vikrta- 
in which one to upto five svaras may be 
vikrta (altered, meaning flat or sharp), 
example — Kalyana, Bhairavi, etc.. 

Apart from these two, another variety of 
thata is observed, which was created 
following the example of 72 melas of 
Karnataka system and is helpful in 
building janaka-thatas (parent scales). 
This third bheda (distinction) is called 
misra-thata. So, the third variety is 
(c) Misra (mixed), in which the same 
svara-name is applied in the thata as 
suddha and vikrta; example — two Ni in 
Khamaj, two Ni and two G in Kafi, etc.. 
[Through the nature of the svaras, a 
special character of the Misra-thata is 
revealed. There are two Ni in Alhaiya raga 
and also two Ni in Khamaj, but Suddha 
Ni is more important in Alhaiya, while 
vikrta Ni is more important in Khamaj; 
therefore Misra-thata Alhaiya is 
Completely different from MifSra-fliata 



KhamSj and is < ounted m ■> separate 
thata]. 

Thata-raga (313 TFl) — The raga-name, with 
which, the thata is known; Asraya-raga; 
Janaka-raga. [There is a difference 
between HindusthanI thata-raga and 
Karnataka mela-raga; the Hindusthani 
thata-raga moves according to the manner 
of the original raga, where as the 
Karnataka mela-raga has to move as a 
separate raga of sampurna-sampurna jati 
(heptatonic in ascendance and descen- 
dance) and for this, it has become 
necessary to build up, many mela-ragas 
in Karnataka paddhati (system). This 
practice has not been applied in 
HindusthanI system yet.] 

Thata-rupa (313 ^T) — The characteristics of 
svaras in a thata. The characteristics of 10 
thatas of Pt. Bhatkhande :— 1. All (natural) 
suddha svaras (Belavala) 2. M vikrta 
(Kalyana), 3. Ni vikrta (Khamaj), 4. Ri, M 
vikrta (Marva), 5. Ri, D vikrta (Bhairava), 
6. G Ni vikrta (Kafl), 7. Ri, M, D vikrta 
(Purvl), 8. G, D, Ni vikrta (Asavarl), 9. Ri, 
G, M, D vikrta (Todlj, 10. Ri, G, D, Ni 
vikrta (Bhairavl). 

Characteristics of 32 thatas — 

(1) All suddha (natural) svaras (Belavala), 

(2) Ri vikrta (flat) (Chayavati), (3) G vikrta 
(flat) (Utpala), (4) M vikrta (Kalyana), (5) 
D vikrta (flat) (Harsapuri), (6) Ni vikrta 
(flat) (Kambhojl), (7) Ri G vikrta (flat) 
(Nadagiri), (8) Ri M vikrta (flat and sharp) 
(Malava) (9) Ri D vikrta (flat) (Bhairava), 
(10) Ri Ni vikrta (flat) (Candana), (11) G 
M vikrta (flat and sharp) (Ranjavati), (12) 
G D vikrta (flat) (Nagini), (13) G Ni vikrta 
(flat) (Sindhavl), (14) M D vikrta (sharp 
and flat) (Sekhara), (15) M Ni vikrta (sharp 
and flat) (Candrabhanu), (16) D Ni vikrta 
(flat) (Tarahgini), (17) Ri G M vikrt.i (flat, 
flat, sharp) (Sauvlra), (IK) RI G D vikrta 
(flat) (Kaveri), (19) Ri G Ni vikrta (flat) 
(Girija), (20) Ri M D vikrta (flat, sharp, flat) 
($ri), (Jl), Ri M N vikrta (fl.it, sharp, flat) 



(Ketaki) (22) Ki I) Ni vikrta (flat) 
(Kudram), (23) G M D vikrta (flat, sharp, 
Mat) (Sivarasta), (24) G M Ni vikrta (flat, 
sharp, flat) (1 taimavatl), (25) G DNi vikrta 
(Mat) (Kanara), (26) M DNi vikrta ( sharp, 
flat flat) (Suvarana), (27) Ri G M D vikrta 
(flat, flat, sharp, flat) (TodI), (28) Ri G M 
Ni vikrta (flat, flat, sharp, flat) (Stavaraja), 
(29) Ri G D Ni vikrta (flat) (Bhairavi), (30) 
Ri M D Ni vikrta (flat, sharp, flat, flat) 
(Mayavatl), (31) G M D vikrta (flat, sharp, 
flat) (Malabharana), (32) Ri G M D Ni 
vikrta (flat, flat, sharp, flat, flat) 
(Kalakantha). 

Thata-laksana (313^1)— Characteristics of 
thata — 1. All the seven svaras of the 
saptaka (heptad) with the svara names are 
present in a thata 2. The svaras are in 
succession. 3. The succession does not 
indicate any movement. 4. The suddha 
and vikrta version can not be applied 
together. 5. There is no indication to 
express ranjakatva, ie. colourfulness. 
(6) There is no obligation to demonstrate 
raga-ariga, i.e. nature of raga. (7) Thata 
assumes different characteristics because 
of the influence of vikrta svaras. 
Thata-sarhkhya (BIH TT^TT) — Number of 
thata — (a) In Muslim era, there were 12, 
19, 20 and 26 numbers of thatas; (b) In 
Modern times— 10, 14 & 32. [Different 
musicologists have experimented with 
many more varieties of thatas]. [See : 
Mela] 

Thata-Srsti (BR ^jfe)— Creating thatas. 
Different people have innovated different 
ways of creating thatas, e.g.— (a) Some 
have done it as — sampurna (heptatonic), 
sadava (hexatonic) and auduva 
(pentatonic); (b) Some have done it as— 
suddha, with one vikrta, with two vikrta 
svaras, etc. (c) Some have taken the 
specialities of svaras of an established 
raga in the thata names such as Bhairavi, 
Toili, Gauri, etc.; (d) Some have taken 
specialities of smti (micro-tones); it would 



In- possible to create ^><) or 1024 thatas 
from 22 <5rutis; (e) Some have taken the 
help of mathematics and with the two 
distinctions in svaras Le. — suddha and 
vikrta, have created: 2Rix2Gx2Mx2D 
x 2 Ni=32 thatas. 
Thata-O-anuthata (HT3 3Tf 3^3TE)_Thata 
and sub-thatas. There are many ragas in 
which both prakrta (natural) and vikrta 
(distorted) versions of the same svara are 
applied. Though by observing the 
behavior of the vikrta svara, they could 
be included in some thata or the other, one 
can not have any idea regarding 
application of svaras in them. As a 
solution to this problem/ one has to create 
a few similar upathatas by combining 
some familiar ragas with the thatas in 
vikrta svaras. These upathata, under the 
thatas, are called Anuthata. Example- — 
Thata:Komala (flat) G-Ni, Anuthata: (i) 
Komal G, both Ni; (ii) both G, Komala Ni; 
(iii) both G, both Ni. 
Thumri 1 1 ) — (A type of lyrical song). 
Kavya giti. Ksudra-gita. Particular 
gitabandha of Doab area of Uttarpradesh, 
the other name of which was "Barva". 
Later on, it evolved under the artistes of 
Lucknow area and Kawals. Its ragas are 
light type; it has two to eight tuks 
(stanzas); its subject matter is love- 
separation; its language is spoken 
Brjabhasa; its alahkaras (ornamenta-tions) 
are lapak, lapet, khatka, murkl type. Short 
gamakaless tanas are applicable in this. 
Initialy Thumri was simple but due to 
evolution, styles of Khayal, lappa, folk- 
song-Dadra etc., have entered into it. 
Supremacy of bol-banana was established 
for expressing emotions, abirbhava and 
tirobhava, i.e. glimpses of other ragas 
expressing emotions, were observed, and 
for further help in expression different 
types of tempo were introduced. [See : 
( iltabandha, other terms ] 



Thumrir prakar-bheda (^TTft TJ^R M)— 
Different types of thumrl — 

(a) Purvlya: (i) Lakhnavi, (ii) Banarasl. 

(b) Pachava : (i) Khadiboli, (ii) Punjabi. 

(c) Khadl. 

(d) Modern : (i) Kahan, (ii) Lacao, (iii) 
PanjabI, (iv) Ghanaksari. 

Thumrir ban (jJTCiT ) — Styles of thumri — 
(a) Lakhnavi, (b) Banarasl, (c) PanjabI. 

Thumrl 2 (c^Tt 2 )— Particular raga. 
Particular tala. 

Theka (^T) — A particular image of tala, 
built up by bol-vani (syllables), which 
expresses a tala through separate matras 
(beats) in a simple and natural manner. A 
tala is a combination of individual matras, 
collection of matras, division of padas and 
the pieces, and ghata-pata-kala, i.e. 
chandas (rhythm) with stress and without 
stress and simple, well balanced guru and 
laghu bol-vani, indicative of laya (tempo). 

Thekar jati (<J<W<*1lfa) — Classification of tala- 
theka, done according to the total number 
of matras (beats) in a Tala, e.g. — (a) 
Bharana-jati=5 matras; (b) Hrdya-jati= 7 
Matras, (c) Suddhamana-jati=9 matras, (d) 
Manda-jati=ll matras, (e) Karaka-jati=14 
matra, (f) Somesa-jati=16 matras. 

Thekar laksana (&nK cWT) — Characteri- 
stics of theka — 

(a) As far as possible theka of a tala is 
constituted of single syllables and each 
denotes one matra (unit of tala). 

(b) As far as possible, for the divisions of 
a tala, syllables of differnt characteristics 
are applied. 

(c) To indicate Prasvana, Nisvana and 
visvana, i.e. — Sam (most stressed beat), 
tali (stressed beat), and Khali (stressless 
beat), syllables or beats of the same 
characteristics are applied. 

(d) Theka follows the tempo and hence 
thekas are of differnt nature for slow, 
medium, fast and crosswise tempo. For 
slow tempo, according to custom, matras 



(units oi ,i tlla) are expressed through •> 
bunch of syllables. [See ThekS] 
(e) Theka expresses a full circuit (avrtti) 
of a tala, therefore, theka also revolves 
with each repetition of a circuit of tala. 
[The word theka is normally applied in 
the case of tabla type of instruments. 
Theka is called thapiya in the case of 
pakhavaj type of instruments; in case of 
khol type of instruments, it is called 'Laoya 
or Paring or Mapung'; in nakkara type of 
instruments it is called gat'. Theka is 
called 'Nadai' in Karnataka] 

Thok (HNT) — Hitting on the drum of the 
string instrument with plectrum (mizrab 
or kon). Striking on the strings forcefully. 
Strokes which are alagna' meaning — not 
a part of the proper strokes. Sudden, 
stressful utterances. 

Thok-jhala (Bfar ?n^TT) — Jhala, performed 
with stress on the main string. Jhala, along 
with strokes on the drum of the string 
instrument. 

Thos — (H. Thos=condensed, firm state) The 
apropriate, neat, orderly state of svaras. 

Da (3) 

Da (^5) — Syllable, played by the middle 

finger on Vina instrument [See : Bol]. 
Dagara (TTT) — Particular type of bol 

(syllable) played on Vina. 
Dagara- VanI Dagur-ban of 

Dhrupada style [See : (^Mt) VanI, Ban]. 
Darhka — Dahka; Particular type of 

membranophone /percussion instrument. 
Dapa (^JT) — Ancient pronounciation of 

tappa, which means fast motion. [See : 

Tappa 1] 

Duble-fukar (^^"J^R) — Tuk or stanza of 

Halfakhdai type of songs. 
Damaru (shi? ) — Particular type of 

membranophone instrument Particular 

sign for a fraction <>t ,i mitrfl (beat) [See 

Svaralipi]. 
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Pampha (S 1 **) — Daf; Particular type of 
membranophone instrument. 

Pambaru (swuf-) — Damaru. 

Pa (^1) — Particular type of bol (syllable) 
arising from string instrument. [See : Bol] 

Pakni (si<*>i"l) — Name of a particular raga. 

Pagar-bani/vanI (3FR ^mt/^FTt) — Dagur- 
ban of Dhrupada style. [See : Vani, Ban] 

Dagur-vanl (3FJ* ^F>ft) — [See : Vani, Ban] 

Dat,Dat (W, "3TH) — Alarikara or orna- 
mentation in music, with sequence-less 
arrangement of svaras. 

Hand! 1 (3FS^ 1 ) — Danda, Karnataka dandi. 
The thick rod like portion (finger board) 
of string-instrument, over which the 
strings are placed with the help of tailpiece 
and pegs. The rod like portion that 
connects the head and tail portions of a 
string-instrument. [See : Kllaka, Panthi, 
Danda] 

Dandi 2 (si u sl) — The drone class of 

instruments such as tanpura types , of 

Muslim Era. 
Dara C3HT) — A syllable (Bol) of string 

instrument. 
Pahina (Zfim I The main part of 

tabla, which is played by the right hand. 

[It is also called tabla], 
I.) in dim (fsf^SH,) — Particular type of 

membranophone instrument. 
Pimdim (fe^fej) — The sound of dindim. 
Pugdugi (fT ff*T) — Damaru. A kind of 

instrument. 
Pug! Oftf)— Dagga; DuggI; Baya; the 

second part of tabla, which is played by 

the left hand. 
Pomna (sIhii) — A particular type of folk 

song. 

Pora (^tn) — Dori; the orderly arrangement 
ol laya (tempo) in a successive manner. 
Specific movement. 

Porl pftft)— Doraka ( ho| The hide strip oi 
cotton string used in Blyl, 



Dhafe) 

phakka — Name of particular 

membranophone instruments; Dhak. 

phap 1 (<S^ 1 ) — Musical pronunciation of 
•daf. 

Phap 2 (^2) — A style of song, composed 

imitating Kirtana. 
Dhap Kirtana (oS^^frcfa) — A style of song 

which is descriptive and narrative like 

pala-gana. 

Dhap-yatra (^ ^75TT) — Yatra-gana 
performed by lady singers of Phap2. 
Yatra-gana of the ladies. [It is also called 
Tap (zq)J 

Dhaus (gi<j« ) — A particular type of 
memoranophone instrument; Dhavas. 

Dhak (^TOT) — A particular type of 
membranophone instrument. 

Phaki — One who plays dhak; player 
of dhakka. 

Dhada (^TfT) — A particular type of 
instrument, belonging to the dhol 
category. 

Dhadi ffiif) — Professional musicians of low 
caste, of middle ages who used to perform 
Khayal, Kaul, Tarana, Karkha, etc. type of 
songs. [Dhadls used to belong to both 
Hindu and Muslim societies, but 
generally, Muslim Dhadis used to be 
called 'Malanur. Dhadis are of several 
classes, among whom can be found names 
such as — 1 . Bavra, 2. Sihol, 3. Bagadva etc.. 
A few famous Dhrupada-singers were 
born among the Dhadi classes. Some of 
them were known by their titles as Dhadi, 
some Bavra, etc.. 

Dhalu (5rg) — A Gamaka (embellishment) 
with sulat-mid. [See : Sulat] 

Phima, Dhime (fen, fe> / ^M)— 
Vilamvita (slow tempo). [Word, 
expressing the speciality of tala, laya 
(tempo) and gati (speed)]. 

Phuli (-V-ft) Player of illml. 
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Dhefra, Dhyara (t^U, ^TRI)— Dhak used for 

announcements. 
Dhol (^eT) — A particular type of 

membranophone instrument. 
Dholak (^tcT°F>) — A particular type of 

membranophone instrument. 

Tate) 

Ta-gana (cT)— [See : Gana] 

Tadaper tar (^s&C cfR ) — The side-strings that 

resonate with the sound of string in string 

instruments (sympathetic strings). 

(Tadap=Kampan). 
Tatkara (cic15>k) — Expression of 'Tat-thei-tat' 

etc. bols (syllables) by foot work in Kathak 

dance. Creating sound. 
Tata (¥?T) — String instrument. Those 

instruments, which depend mainly or 

only on string for playing. 
Tata-kutapa (dd$dM)— [See : Kutapa]. 
Taturi (cTgrt) — A particular type of wind 

instrument; 
Tatva (cTc^) — Particular characteristics of 

vadya. [See : Trividha vadya]. 
Tanak-bihaga^T^-f^FI)— Name of a 

particular raga. 
Tanayti Khayal (dH^fd ^3^)— Fast khayal, 

suitable for performing tana-kartaba. 

[See : Tana-kartaba] 
Tanunpat (d-^iHiq) — A particular type of 

sadava suddha tana, (hexatonic arran- 
gement of notes) [See : Tana] 
Tan tana (cl^RT) — A particular type of string 

instrument. 
Tanbur (JT^) — A particular type of string 

instrument. [A. — Tanburah] 
Tantu (cFtJ)— Tat. Gut. Thread. 
Tantra (cF3) — String of a string-instrument. 

(may be of gut or metal). 
Tantrakara (a-3<*>iO — Player of string- 
instruments such .is vina, etc.. 
Tantrl (cT^)— The strings of string- 



instruments from which, svara comes out 
when stroked. 

Tabla (<T®cTT) — A particular type of 
membranophone instrument. [The word 
tabla originates from the Arabic word 
Ttabal. Ttabal means a large membra- 
nophone instrument or a pair of membra- 
nophone instruments. It was through the 
evolution of the pair of membranophone 
instruments that tabla in India came into 
existence. It has two parts — Tabla or daya, 
dahina or daksin-khanda (the right hand 
part) and baya or bam khanda (the left 
hand part). In India, similar ancient words 
like ttabal are available — tavil, trivali — 
which mean Dhol type of instruments. 
Also, during 8th century, a pair of 
urdhakas are depicted in Pahadpur 
painting, which could have been played 
by two hands. But there is no difference 
in the shape of the pair. 

Tabla-tarang (ft^fi Wl) — Assemblage of 7 
tablas tuned in 7 notes of (heptad) saptaka, 
with which gat (composition) of tata- 
vadya (string instrument) can be played. 

Tabli (<T^ft) — The upper cover of the sound 
box of string-instruments; the upper cover 
of tumba or drum. 

TabaytT (^F<ft) — The simple, pleasing style 
of vistara (expansion) in Khayal. 

Tambur (cf^) — Tanbur. 

Tambura (cFftl) — A particular type of string 
instrument; Tanpura. [A. corruption of the 
word tanburah]. It is a kind of drone 
instrument. 

Tayfa (cRTH ) — [A. Tavayef tayfa=dancer] 
Women, whose profession is singing and 
dancing. 

Tarkiv (d<+H)— A particular style of 

singing or playing. 
Taraiiga (fiT^) — The vibrations in the air 

that causes sound. 
Tarangini (<l<f'l"ft) - Name o( a particular 

raga. 



Taraj — |A. Tarj=8tyle, manner). A 

particular type of tune; dhun. 

Tarja (cTT^TT) — A kind of folk song, like 
Kavigana. [The Arabic word Tarjiband 
means — a line of the poem or lyric, which 
appears in the lyric time and again. Some 
opine that Tarja is the evolved version of 
this; while some say, it is the regional 
version of Tarj]. 

Taraf (cTTTJ) — The side of a string- 
instrument. 

Tarafer tar cTR) — A few fine strings are 
fixed on the side of the danda (finger 
board) on kllakas (pegs). These enhance 
the beauty of sound produced by the main 
strings, through the resonance or 
reverberation (Sympathetic strings). [See : 
Kllaka] 

Tarafdar (ch^k) — Equipped with strings 
of taraf. [Some call Tarafdar as Tadap-dar 
or Tarab-dar. Generally, the word is 
applicable in relation to Sitar]. 

Tarb (JTC^) — Delight; happiness. The strings 
that enliven the sound, make sound full 
of beauty. 

Tararh (cTT) — Miniature version of Pakhavaj. 

Tarana (cTTPTT) — [See : GTtabandha]. [The 
custom is to use meaningless words such 
as 'Tom-tana-nana', etc. alongwith 
meaningful words. But during the modern 
era the terms Tarana and Tilana are used, 
meaning the same]. 

Tala-mrdahga (cici 4 ^-) — Tabla. [Those who 
believe that Tabla has been created from 
Pakhavaj, have made this term prevalent 
during modern era]. 

Tali (r#T) — Chauni or the covering of the 
face of instruments belonging to Tabla 
class of membranophone instruments. 

Tasma (cRTJRT) — Chot; DoyalT; The string 
made of hide used for fastening the hide- 
cover or chauni, tightly. (P. Tasma=string 
made of hide) 



Taus (Ann?) — A type of string instrument, 
belonging to the class of Esraj. 

Takhya (cTTOTr) — A particular type of tala. 

Tandava (cii u sq ) — Dance innovated by 
Tandu Muni. It is one of the ten types of 
dances. Uddhata nrtta. [See : Nartana]. It 
is a type of manly, vigorous dance. 

Tandava prakara (<ii u sq ^jtt) — There are 
two types of Tandava, — 1. Pevali, 2. Bahu- 
rupaka. 

1. Pera/i'=gestures (Ahga-biksepa) 

2. Bahu-rupaka=pause (cheda), diversity 
(Bheda) and expression of sentiments/ 
emotion (Bhava-prakasa). 

Tandava-bheda (W*& ^)— Generally, 
there are seven kinds of bheda, e.g. — 1. 
Sarhhara, 2. Tripura, 3. Kalika, 4. Sandhya, 
5. Gauri, 6. Uma, 7. Ananda. 

Tathai (tT$) — A particular syllable of dance. 

Tana 1 (T1H 1 ) — Vistara; Expression of svaras 
or a bunch of svaras in ascending or 
descending order. Any one order or 
sequence of Murcchana [See : Murcchana]. 
General vistara or expansion of single 
svaras by joining one another. This Tana 
used in ancient days was of two types, 
viz. — 1. S\iddha-tana, 2. Kuta-tana. 

1. Suddlwtana — Applied during yajhas (fire 
oblation), performed to attain prosperity 
or for ritualistic purpose. Suddha tanas are 
divided into two types: (a) Sadava 
(hexatonic) and (b) Auduva (pentatonic). 
The number of Sadava type is 49, while, 
that of Auduva type is 35 [Total 84 
Suddhatanas were available]. The names 
of the tanas available are: — 

(a) (i) Sadava tanas (hexatonic svara 
arrangements) of Sadja-grama, e.g. — 

Excluding Sadja, these are 7 in number: 
Agnistoma, Atyagnistoma, Bajapeya, 
Sodasi, Pundarika, Asvamedha, and 
Rajasuya. 

Excluding Rsabha, 7 in number: Svistakrt, 
Bahusauvarna, Gosava, Mahavrata, 
Visvajit, Brahma-yajna, Prajapatya< 
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Excluding I'ancnma, 7 in number : 
Asvakranta, Rathakranta, Visnukranta, 
Suryakranta, Gajakranta, Balabhit, 
Nagapancaka. 

Excluding Nisada, 7 in number : 
Caturmasya, Sarhsthakhya, Sastra, Uktha, 
SautramanI, Udbhid, Citra. 

(a) (ii) Sadava tanas (hexatonic svara 
arrangements) of Madhyama grama, 
eg — 

Excluding Sadja, 7 in number : Savitrl, 
Ardha-savitrl, Sarvatobhadra, Adityana- 
mayana, Gavamayana, Sarpanamayana, 
Kounapayana. 

Excluding Rsabha, 7 in number: Agnicit, 
Dvadasaha, Uparhsu, Somabhidha, Varhi, 
Asvapratigraha, Abhyudaya. 

Excluding Gandhara, 7 in number : 
Sarvasvadaksina, DIksa, Somakhya, 
Samidahvaya, Svahakara, Tanunpat, 
Godohana. 

(b) (i) Auduva tanas (pentatonic svara 
arrangements) of Sadjagrama, e.g. — 

Excluding Sadja-Pancama, 7 in number: Ida, 
Purusamedha, 6yena, Vajra, Isu, Ahgira, 
Karika. 

Excluding Rsabha and Pancama, 7 in 
number: Saubhagyakrt, Karirl, Santikrt, 
Pustikrt, Bainateya, Uccatana, Vasikarana. 

Excluding Gandhara and Nisada, 7 in 
number: Jyotistoma, Darsa, Nandakliya, 
Paurnamasa, Ratri, Saubhara, Asva- 
pratigraha. 

(b) (ii) Auduva tanas (pentatonic note 
arrangements) of Madhyama grama, 
eg — 

Rsabha and Dhaivata excluded, 7 in number: 
Trailokyamohana, Vira, 6ahkhacuda, 
Kandarpa-valasatana, Gajacchaya, 
Raudrakhya, Visnuvikrama. 

Excluding Gandhara and Nisada, 7 in 
number: Bhairava, Kamadakhya, Aba- 
bhutha, Astakapalaka, Sistakrt, Basatkara, 
Moksada. 

2. Kuta tana — Used to be applied in Desigita 
and used to be built up either by inverted 
order and irregular arrangement or mixed 

ordei [See Kufat&na] 



Tana 2 (<TR 2 ) — To and fro fast movement, 
ascendance or descendance or mixed 
movement of a group of svaras. [Ancient 
tanas have evolved and acquired the 
above mentioned meaning in Modern age. 
According to this meaning on one hand, 
ancient varnas, varnalahkaras and 
gamakas become known as tanas, as soon 
as they become fast in tempo. On the other 
hand, any cluster of svaras, not adhering 
to the rules of varnas, varnalahkaras, 
gamakas etc., becomes fit to be called tana 
as soon as they achieve fast movement. 
Generally tanas are related to a thata, raga 
or mixture of ragas or dhun. It is observed 
that tanas created in diffrerent ways are 
known as varna-tana, alahkarika-tana, 
gamaki-tana, etc. and in that context, 
certain special tanas are called Buddha 
and Kutatanas. Tana2 was born out of 
Fiqrabandi of Khayal, or , it may be said 
that it is the result of evolution from fast 
Fiqrabandi. In fast Fiqrabandi, use of 
words of lyric is very limited and along 
with this, there is fast to and fro movement 
of svaras or cluster of svaras. Bade 
Muhammad Khan of Gwalior used to 
exclude those words sometimes and 
instead performed fast 'visara' with A* 
kara i.e. with the open mouthed 
pronunciation of the letter A. During later 
years, that fast "visara" was called 'tana'. 
As a result, the name of Fiqrabandi was 
changed to Bol-tana] [See : Fiqrabandi, 
Bisara]. 

Taner-prakara (fTT%T y*i<) — Varieties of 
tana — 1. (a) with a-kara etc. and (b) with 
bol (words from the lyric). 

(a) Tanas with a-kara, etc. are of two types, 
(i) a-kara, and (ii) bandhakara. 

(i) Division in a-kara tana — alahkarika, 
gamakl, fekl, bidar, misra, muskilat, 
ragahga, layakarl, and sapat. 

(ii) Division in bandhakara-tana — tahan and 
oth or ot. 

2. (a) SuddhatSna or Alahkarika-tana or 
Palta; 

(b) Kui.i Una oi n mixed Una ol anukftma 
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and byutkrama, meaning — a mixture of 
Orderly sequence with irregular 
arrangement; ( 

(c) Misra-tana or As-tana, Sut-tana, Mldl- 
tana, Gamakl-tana, Chut-tana, Murkl- 
yukta-tana and Alapa-yukta-tana. 
[MurkT-yukta-tanas and Alapa-yukta 
tanas are also called MurkT-tanas and 
Alapa-tanas by some]. 

3. (a) Sarala-tana, e.g.— Sapat, Palat, Ulat, 
Jhapak or Jhapata, As, Ghis, Lacak, Sut, 
Kadak, Bijli, Acarak or Dhadka, Danedar, 
Chut, Gamak; 

(b) Jatil, Peci, e.g. — Firat, Firkat, Phuljharl, 
or Kadma, Ulfi, Kadka, Kit, Ladant, 
Khatak, Khatka, Jhatak, Jhatka, Bal, 
Cakkar, Cadti, Utartl, Koyal, Sarok, Gaj, 
Jhar, Thok, Dhamaka, Chut-pukar, Dolna, 
Lapak, Lapet, Patak, Jamjama, Jod, Laraj, 
Bartaniya, Haoyai or Havai, Halka, 
Gadda, Murkl; 

(c) Ati-jatil, Muskilat, e.g. — Bal-pec, Murak, 
Rerak, Ladi, Guthao, Fanda, Khadda, 
Ladi-lapet, Ladi-guthao, Ladi-firat. [The 
tanas which are connected with the tune 
of the song, are called Jugal bandh-tanas. 
While applying the tanas, voice should be 
kept open while pronouncing a-kara. But, 
some suppress the voice and vibrate the 
cheeks while singing tanas. This type of 
tana-singing is faulty and that is why 
Ustads call these tanas "Ayayeb tana." 
These are of 9 types. [See : Ayayeb tana] 

Taner-Sahjna (cTHT W) — Designation of 
tana — 

1 . Acarak — Adding sapat tana with thok 
after doing tana with a pair of svaras in 
a successive order, e.g. — MM PP DD 
NiNi NiDPMGRi SNiS. Its other 
name is Dhadka. [See : Thok, £apat] 

2. A-Kara — Open tanas, with the letter A. 
lis other name is Khull tana. 

3. Alankarika — Tanas formed with varna- 
lahkara, e.g.— SRi SRiG RiG RiGM.... 
ISi v : Alahkara 1] 

I As Tanas without gamaka but with 
lag', e.g. — SRi-GM-PD-NiS\ Its other 
names are Ghis, Mit, Sumit. Some, 



perform fast tana after applying As and 
call it As-tana. [See: As Gamaka] 
Example : PD-NiS" SNiDP MGRiS. 

5. Utartl — Tana performed in a descen- 
ding order centering on one svara at a 
time, in a particular manner, e.g. — 66 
NiNi 66 PP DD PP MG RiS. 

6. Ulat — Straight tana performed in a 
descending order, e.g. — SNi DP MG 
RiS. 

7. Ulti — Inverted descending tana, e.g. — 
Ni'6 DNi PD MP... 

8. Kadak — Tana performed in an ascending 
order from lower Saptaka to Tara 
(upper) saptaka, in a fast movement, 
e.g.— Ni SGMP-Ni SGMP. 

9. Kadka — Tana performed in an ascending 
order, in a coiled pattern, e.g. — SS NjS 
SS RiRi SRi RiRi etc. [The meaning of 
Kuduk is Kundali (coil)]. 

10. Kuta 1 — Tanas performed by appli- 
cation of svaras in off beat fashion, e.g — 
PD DD DNi NiNi 6Ni NiNi NiD DD.. 

11. Kuta 2 — Tanas formulated by a mixture 
of svaras arranged in a regular and 
irregular order, e.g — SG RiM RiG SM 
RiS GM SRi GM. 

12. Koyal — A tana pattern formed by using 
the last svara with remnant of its sound, 
e.g.— MP— PD —DNi — N6. 

13. Khatak — Tana formed due to pushing 
ahead of the svara in front e.g. — SRi RiG 
GM MP, etc. [meaning of Khatak is, to 
push]. 

14. Khatka — Tana formed by repeatedly 
moving ahead from the same svara, 
e.g— GMP GMPD GMPDNi or, tana 
formed by returning repeatedly to the 
same cluster of svaras, e.g. — SRi GG 

- RiG RiS MM RiG RiS MM RiG RiS 
PDPM RiG RiS. [meaning of Khatka is 
to make Thak Thak sound. Khatka also 
means doubt and is applied in alahkara 
in this sense.] 

15. Khadda — A tana in which there is 
Khataka, that is, sudden fall in 
descending pattern, e.g. — DNi6Ni M, 
MPDP Ri, RiGMG Ni- S. [Khadda means 
ditch, Fall}, [See: Khataka, Chut] 
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16. Gaja — Tana of Sancari varna, having 
alahkarika patterns of three svaras, e.g. 
— SGRi, RiMG, GPM, MDP... [ Its 
difference from palta is that, there is use 
of slight gamaka in it and it moves in a 
moderate tempo]. 

17. Gadda — Tana formed by frequent 
application of svara cluster in a soft 
manner, e.g.— GG RiS MM GRi PPMG 
MG RiS RiS. [ Gadda means softness]. 

18. Gamaka — Tanas constituted of svaras 
which are andolita (swinging), sphurita 
(swelled/ illuminated) and kampita 
(trembling). [Kampita tana is a variety 
of gamaka tana, in which svaras have 
fast kampana (swing)] [see: Gamaka]. 

19. Gamakt — Tanas constructed with 
gamaka, in which some part of it has 
gamaka, e.g. — GG RiG MP DNi NiNi 
NiD PM GRi S. [ Tanas performed with 
visara, (expansion) which have gamaka, 
are also called gamakl tanas], [see: 
Gamaka] 

20. Guthao — Tanas constructed with short 
and long ladis (garland like sequence), 
e.g.— SRiGRi RiGMP DPMG MPDP 
PDNiS RSNiD... or, a tana constructed 
with long ladi (string), e.g. — SRiGG 
GGRiRi GMPP MGRiS, NSSRi SSNiD 
NiNiDP DDPM. .. [Guthao can be of 
many types. Pair of svaras or simple 
straight tanas are also found to be mixed 
in it]. [See: Guthao, Ladi] 

21. Cakkar — Tanas constructed with the 
help of rotating svara clusters of circular 
pattern, e.g.— SGRiS RiMGRi GPMG .... 
[Its other names are Cakra tanas, Carkhl 
tanas, Cakradar tana. Some attach tihai 
in Cakradar tana imitaing Cakradar 
tihai (thrice uttered phrase). [See. 
Cakradar] 

22. Cadti — Tanas, done in a special manner 
of ascending order, taking one svara at 
a time, e.g.— SS. RiRi SS PP PP DP S\ 

23. Chut— Tanas with Chut, e.g— SP MM 
C6 RiG RiS GRiS. [See: Chut] 

24. Cliul Pukiir — Sapat Tina mixed with 
pukAr, e.g.— PM GRi GRi $Ni DP MG 



RiS. [See: Chut 1, Pukar, Sapat] 

25. Jamjama — Tana with jamjama and 
gamaka, e.g.— s Ri s Ri K, G ,; 'G G M ' M M P 
M P DP MG RiS. or, RiS RiS GRi GRi ... 
[See: Jamjama, Gamaka] 

26. jod — Tana constructed with svaras 
uttered twice, e.g.— SS RiRi SS MM SS 
GG RiRi SS. or tana constructed with a 
pair of svaras uttered twice, e.g. — PM 
PM GRi GRi GM GM. [See: Jod] 

27. Jhatak — The tana in which, one reaches 
a higher svara as if by a push and then 
descends in a fast tempo, e.g. — SD PP 
MG RiS NiS. [Jhatak means push.]. [See: 
Jhatak] 

28. Jhatka — Tana, which, suddenly 
descends after repeated jerks in a higher 
note, e.g.— SRi SS SS SS SNi DP MG RiS. 
[Jhatka means jerk]. [See: Jhatka] 

29. jhapak — Tana formed by sudden 
introduction of faster tempo in sapat 
e.g.— PD NRi SNi DPMG RiS. [ Its other 
name is Jhapata, meaning jump]. [See: 
Jhapata] 

30. Jhar — The tana constructed in a special 
way by repeatedly coming back to the 
lower starting note, e.g. — RiRi GM PM 
GRi RiD PM GRi RiNi DP MG RiRi ... 

3 1 . Thok — The tana which exhibits beauty 
by giving sudden stress to a note and 
then rest for a while, e.g. — £S $Ni NiNi, 
DD.DP PP..., or, 

NiNi NiNi DJJ PM PP PP MM GRi... 
[See: Thok] 

32. Dolna — Tana constructed with double 
svaras which are added with lapak, 
e.g.— SS GG RiRi MM GG PP MG RiS. 
or, 

SS GG PP NiNi SNi DP MG RiS. [See: 
Lapak] 

33. Danedar — Tanas constructed with 
svaras arranged in patterns of double, 
triple, etc., e.g.— SS RiRi GG GG MM 
MM GG RiRi SS SS, or, 

SS RiRi GG MM PPPP MMMM GGGG 
KiKiss [um of Gflmtk* to prevalent in 
D.inril.ir tanas |Sw DAntdlf, Gutrmka] 
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34. DhamSkO— The special tSna that is 
produced, when n particular note of a 
Sara! (simple) tana is stressed 
repeatedly, e.g.— GMPD Ni Ni Ni 
DPMG D D D PMGR S. [Dhamaka 
means the sound of a gun]. [See: 
Dhamaka]. 

35. Pntnk — Tana constructed with sparsa 
(touch), e.g.— PUD PDJD PM GRi S 
DNiNi NiSS NDPMGRiS. [See : Patak] 

36. Palat — Straight arohl tana, i.e, tana 
produced in straight ascending move- 
ment, e.g. SRi GM PD NiS [Its other 
name is Sulat]. [See: Palat] 

37. Fanda — It is a complicated form of 
guthao-tana, e.g.— Ri Ri Ri S NiDPMP, 
NiNiDD PMGRiSRi, DDDPM 
GMPDNiDP MGRiSKiS [See: Fanda, 
Guthao] 

38. Firat — Tana constructed with a mixture 
of ulat-palat (topsey-turvy), e.g SRi GRi 
GM PM GM PD NiD PM PD NiS NiD 
PM GM PM GRi SRi S. [See: Ulat, Palat, 
Firat.]. 

39. Firkat — Tana formed by gradual 
descending movement repeatedly to a 
particular svara from a higher note, 
e.g.— GM, PM GM, PD PM GM, PD 
NiD PM GM, PD NiS NiD PM GRi S. 

40. Phuljhari — Tana constructed with the 
help of a few small and big circuits, 
e.g.— SRi SNi DNi SRi SNi DP MP DNi 
SNi DP MG RiS. [ Its other name is 
Kadma]. [See Phuljhari, Kadma]. 

41 . Fckl — Tana, in which the area of svaras 
is wide spread. [See: Feki]. 

42. Bandhakara — The tana which is sung 
with closed lips. [Other name in Mudi]. 
[See: Bandhakara, Mudi] 

43. Bartaniya — It is a kind of ornamental 
tana, e.g. SRiG RiGM GMP.... 

44. Bal — Tana, constructed with three 
svaras arranged in a successive cycle 
pattern, e.g.— SRiGRi PDNiD GMPM 
.... [ Bal is a corruption of the word Bali. 
The meaning of bal is crookedness, 

i in v.ttiire|. [See: B.il| 

45. Bal /'<Y A ll.il t.m.i, which is cakr.nl. n 



(circular), e.g.— GM PM GM PM ciM 
PM PDNiD PDNiD PDNiD... [See: Bal, 
Pec] 

46. Bijli — An Ulat-tana of very fast tempo 
from upper heptad, e.g. — G& SNi DP 
MG RiS NiD .... [See: Bijli, Ulat] 

47. Bidar — A tana that expresses tirobhava 
(momentary departure) of a raga. [See: 
Bidar] 

48. Bol — A tana executed by the use of 
letters of the lyric. [See: Bol] 

49. Mar — Tana, with a crooked movement, 
e.g.— SG RiG PM PNi DNi or, SRi 
GM GM PD PD NiS. 

50. Midi — Tana, mixed with mid. [See: 
Mid] 

51. Mirkhandi — A variety of Kutatana 2. 
[See: Mirkhandi, Kutatana 2] 

52. Murak — It is a tana constructed of 
murki, misra (mixture) ulat-palat with 
gamaka (embellishment), e.g. — NiS RiS 
SNi DP, DNi SNi NiD PM ... [See Murki, 
Gamaka, Ulat, Palat] 

53. Murki — A tana constructed with expanse 
of murki and gamaka, e.g. — SNi RiS 
NiS PM DP MP GRi MG RiG [See: 
Murki] 

54. Muskilat — Twisted, complicated tana. 
[See: Muskilat]. 

55. Riigdiiga — The tana in which murcchana 
of the raga remains unchanged in both 
ascending and descending order [See: 
Ragahga] 

56. Rerak — An Ulat tana with khatak, 
murki, e.g.— SNI NiD DP NiD DP PM.... 
[See: Rerak, Khatak., Murki, Ulat]. 

57. Lacak — 4 A tana mixed with a swing. [See: 
Lacak,As] 

58. Ladant — Tana, which moves with the 
rhythm of the tala, e.g— NiS NiS RiRi 
RiRi SRi SRi GG GG.... [See: Ladant] 

59. Ladi — Tana, constructed with tiny 
bunches of svaras, mixed with rhythm, 
eg.— SRi GG RiG MM GM PP MG RiS 
[See: Ladi]. 

60. Ladi-guthao — Tana formed with mixture 
of ladi and guthao. [See: Ladi, Guthao]. 

61. Lihti-firnt — Tana formed with mixture 
of ladi and fir.it [See: Ladi, Firat] 
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62. Ladi- lapct — Tana formed with mixture 
of Ladi and lapet [See : Ladi, Lapet] 

63. Lapak — Tana of dat variety, e.g. — SG 
RiM GP MD.... [meaning of lapak is 
jump]. [ See: Lapak, Dat] 

64. Lapct — The tana, made of a mixture of 
simple and not-simple motion, e.g. — SRi 
GM GRi SRi SG RiS. [meaning of lapet 
is crease, fold]. [See: Lapet] 

65. Layakari — Tana, that exhibits beauty/ 
speciality of laya. [Bharat tana is a 
variety of this, in which the art of chanda 
(rhythm) enhances beauty of the chanda 
in the song]. [See: Layakari] 

66. Ijirnj — Kampita tana, added with lapak, 
e.g SSSS GGGG, RiRiRiRi MMMM, .... 
[See: Lapak, Laraj] 

67. Sapat — Tana, structured in gradual 
ascending and descending order, e.g. — 
SRi GM PD NiS" SNi DP MG RiS [See: 
Sapat]. 

68. Cakra-sapat — Tana, formed by a mixture 
of cakratana with sapat tana, e.g — SR 
RiS RiM GRi GP MG MD PM PNi DP 
MG RiS. [See. Cakratana, Sapat tana] 

69. Tcrd-sapat — SRiGMP GMPDNi 
PDNiS'Ri SNiDP MGRiS. [See: Sapat] 

70. Bal-sapdt — Sapat-tana mixed with bal, 
e.g.— SRiGM PDNi PDNi PDNi DP MG 
RiS. [See: Bal, Sapat] 

71. Bcdd-sapdt— SRiGM GRiGM PDNiD 
PDNiS RiGRiS NiDPM GRiS [See: Beda, 
Sapat] 

72. Ladi-napdt — Sapat-tana mixed with ladi, 
e.g.— SRiG SRiGM SRi GM PM GRi S. 
[See: Ladi, Sapat] 

73. Sarok— SRiGM RiGMP GMPD ... . [ Its 
slow tempo is called Sarpa]. [See Sarok, 
Sarpa] ± 

74. Sut — A kind of As tana, formed with 
successiveness and fineness. [See: Sut, 
Krama, As] 

75. Sutkdfi — A kind of Ayayeb tana, in which 

along with tana, sound of breathing is 
also heard. [Its other name is Sut] [See: 
Sutkari, Ayayeb] 

76. Sphurita — Tana, added with Sphurita 
(agitated, radiant) gamaka, e.g. — SS SRi 
mm RiG GG GM ... . [See: Gamaka] 



77. Halak — Particular Ayayeb tana which 
is uttered by forcing it out of the throat. 
[Halak means vocal chord] [See: Halak, 
Ayayeb] 

78. Halka, Halka — Circular tanas, presented 
in a progressively smaller fashion, e.g. — 
GMPDNiDPM GMPDPM GMPM GMG 
RiS., or, 

PDNiD MDPM GMPM DNiD, PDP 
MPM GMG DNi PD MP GM GRi S. 
[Halka means circle. The word Halka is 
a corrupt version]. [See Halka, Cakradar] 

79. Haoydi — GMPMGRi DNiSNiDP RiG 
MGRiS' NiDPMGRiS. [See: Raga and 
Tana] 

A (ii) Bandhdkdr tana — normally these tanas 
are pronounced with T or 'U' sound. T — 
kara pronounced ones are called tahan 
and 'U — kara pronounced ones are called 
Ot or Oth.. Tanas, sometimes uttered in a 
low voice, are called 'Miskin' or 'MiskI' 
which is a variety of 'mudi'. Miskin' means 
feeble. When short pieces of tanas are 
uttered with the song, these are called 
'upaj' tanas. [See: Bandhakar, Tahan, Ot, 
Miskin, Mudi, Upaj]. 

The above mentioned tanas are sometimes 
classified as follows by some musicians — 

1. Gnmakl-tana, e.g. — Danedar, Kampita, 
Andolita, Sphurita, Jamjama and 
Khatak. 

2. Chanda-tdna, e.g. — Kadka, Guthao, 
Cakra, Fanda, Bartaniya, Ladi, Sarok 
and Halka. 

3. jamjama, e.g. — Khatak, Jhatak, 
Dhadka, Murak and Rerak. 

4. Taiyari — e.g — Utarti, Guthao, Cakkar, 
Cadti, Fanda, Firkat, Firat, Bal, Murki, 
Ladi, Lad-guthao, Ladi-firat, Ladi- 
sapat. 

5. Paltd, e.g.— Ulat, Khatak, Jhatak, Firat, 
Bartaniya, Rerak, Sarok, Sulat, Sut. 

6. Firkat, e.g. — Khatka, Jhar, Phuljhari, 

7. Lapak, e.g.— Ulat, Koyal, Dolna, Laraj. 

8. Lapct, e.g. — Lapet, Halka. 

9. Sapat, e.g. — Utarti, Upaj, Kadak, Gaj, 
Ghis, Cakra, Cadti, Chut, Jhatka, 
Jhapata, Thok, Dhamaka, Patak, Palta, 
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Firqat, Bal, Bijll, Bidar, Sapat, (sidhi, 
teda, beda, bal) Sut. 
10. Layakarl — Jhatka, Bharat and Halka. 

Some musicians arrange the tanas in 
modern times, in a different way, e.g. — 
1. Acarak, 2. Alahkarika, 3. Kan or 
Danedar, 4. Khatkeki, 5. Gamakki, 
6. Chutkl, 7. Jhatkekl, 8. Gitkari, 9. Palat, 
10. Firatkl, 11. Vakra, 12. Boltana, 
13. Misra, 14. Ladant, 15. Saral, 
16. Svarahg (Sargam tana) and 17. Sarok. 

According to Karnataka system, tana2 is of 
six kinds — 1. Gamabhlra, 2. Cakra, 
3. Vakra, 4. Vidyut, 5. Malika, 6. Misra. 

Tana3 (clff) — The svara arrangements of 
prastara (expansions) of alapa etc. that 
express the image of the raga. [During the 
middle ages, in order to explain the image 
of the ragas in a general way, they used to 
be expressed after dividing them into 
different divisions. Like ancient varna, 
prastara of these divisions were observed 
in sthayi, arohl, sahcari and avrohi [See: 
Varna, Prastara]. The names of these were 
udgraha, sthayi, sancarl, and muktayi 
[See : Sahcari-tana]. During later period, 
the word udgraha disappeared and 
'abhoga' came in use in place of muktayi. 
At that time, due to the mixed application 
of varna and dhatu, the names of the 
divisions became Sthayl, Antara, Sahcari 
and Abhoga. [See: Dhatu 2]. These names 
came into use in raga-alapa, and at this 
time, it became the custom to designate 
the short portions of prastara and the 
whole sections, as 'tana'. These tanas were 
applied in 'u'-cara or a'-cara, i.e. in short 
prastaras of sections of alapa. 

After these tanas were applied, like ancient 
sthapana it was the custom to use another 
kind of prastara, the first part of which 
was called the abhoga of jod and manjha 
of jod. It was named as 'Chut-prastara' or 
Chut-tana. [See: Sthapana, Jod] 

Tana 4(^=1 4) — It is one of those four 
ingredients required to construct Sthaya' 
and to apply it. [See: Sthaya Karme 
Sahayogi] 



Tana 5 (cTFT 5) — [Svara arrangements with 
the utterence of tana-nata-tanna etc]. 

Tana-Jhala — (TTR-^i<ni) — A mixed appli- 
cation of tana, toda and jhala during 
playing string instruments. [See: Tana, 
Toda, Jhala]. 

Tanpura (aii^<i) — A type of drone string- 
instrument of four strings, which is used 
as an accompaniment with vocal songs. 
[There is difference of opinion regarding 
the origin of the word Tanpura. Some 
opine that it has come from 'Tumbura', 
some say from Tumburl' or from Ardha- 
vin or Ardha-tumburl. Some others say 
that it has originated from 'Tanburah', an 
Arabic word. In North India and 
Karnataka, Tanpura is called 'Tambura' 
[See: Vadya] 

Tana-Varnam (aiiq«fH) — A particular 
variety of Varnam gitabandha of 
Karnataka. [See: Gitabandha] 

Tana-baji (amM - !) — Excessiveness in use 
of tana. 

Tantava (ainq) — Made of guts. Made of 

intestinal strings. 
Tara 1 (cTH) Tantri. Strings of steel, 

metalwire. 

Tara 2 (cIR 2) — The svara that originates in 
the head. Tara-sthana; the next higher 
saptaka (heptad) from madhya saptaka 
(middle heptad) or svaras placed in the 
higher heptad. 

Arohana or ascending scale. The next higher 
nada (musical sound) or svara (note). The 
4th, 5th, 6th, 7th, and 8th note of vadi 
(sonant) svara. 

Tara 3 (cTR 3) — One of the characteristics of 
raga, that indicates the application of 
svaras in the tara-sthana (upper octave). 
[See: Raga-laksana] 

Tara-gahana (aK'iei) Adi (neck bridge) of 
string instruments; meru (Neck-bridge). 
Out of the two adis the one that is nearer 
to the pegs. [See: Vadya, Adi, Meru] 

Tara-dana (tfT^R)— The adi (neck bridge) 
of string instruments [See: Vadya]. 

Tara parana (aiwi) — Last portion of alapa 
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played on string instruments adorned 
with tala and chanda. Aksiptika type of 
prabandha of string instruments. The 
portion of alapa (expansion) with tala, 
played on string instruments in imitation 
of chandas (rhythms) of mrdahga, etc... 
[See: Aksiptika, Prabandha]. 

Tara-mandra prasanna (cfTC-T^ m) — 
[See: Alahkara] 

Tara-saptaka (cTTT^RT^T) — The highest svara 
saptaka (heptad) out of the three saptakas 
used in Indian music. 

Tar-sanai (cTR-'HHlf) — A type of Esraj. [See: 
Vadya] 

Tara-sthana (<mWH) — The tara-saptaka 

(higher heptad) and the positions of svaras 

placed under the saptaka. 
Tara (cTTCT) — Third Svara-saptaka (higher 

heptad); Tara-sthana. 
Tala 1 (cTTeT 1) — A type of idiophone 

instrument. 
Tala 2 (<HeT 2) — A type of sounded act by 

hand. 

Tala 3 (cTTeT 3) — One which establishes a 
song, i.e. makes it bound by chanda 
(rhythm) and rule. A specific number of 
matras (beats) which have chanda 
(rhythm) and khandas or bibhagas 
(divisions), indicative of special pata- 
ghata-kala. [See: Pata, Ghata, Kala]. 
According to ancient opinion, it is a 
particular synthesis of specific laghu, guru 
matras [See: Matra vibhaga] which was 
regulated by sounded and soundless acts. 
[In Karnataka system ancient rules are 
followed to some extent.] 

(a) Characteristics of tala are as follows: 

1. Tala is an agregate of specifie number of 

matras (beats) which is like the 
measure of time. 

2. Tala is bound by special chanda (rhythm). 

3. The matras (beats) of tala can be of 
different laya (tempo). 

4. The divisions of tala may be an agregate 
of equal or unequal number of matras 
(beats). 

5. Out of the divisions, one may be with 
stressed sound, one may be with ordinary 



sounded beat, one may be without stress 
or with weak sound or even without any 
sound. [ In the prevalent language there 
are mentioned as sama, tala, khali and fak. 
Normally, the first matra (beat) of each 
division is used to indicate these particular 
states.]. 

6. (a) The matras (beats) of talas may be with 
a single syllable or more than one, [e.g. — 
ka, ta, ta, tag, treket] 

(b) The division of tala is called pada. The 
number of these divisions may be even or 
odd; accoringly tala is called SamapadI 
(equal padas), AsamapadI (unequal padas 
and Visama-padi (irregular padas). [See: 
Sama-pad!]. 

(c) The padas (divisions) of the tala may 
consist of equal or unequal matras (beats); 
accordingly pada and tala are called 
Sama-matrika (equal matras), Asama- 
matrika (unequal matras) and Visama- 
matrika (irregular matras. [See: Sama- 
matrika] 

(d) The matra (beat) of a tala may be a fixed 
fraction of time, or it may change 
according to some rule. [See: Taler 
prakara]. 

(e) Tala has a few symptoms or specialities; 
during ancient times these were called 
"prana". These were 10 in number, out of 
which 7 pranas are applied in modern 
times in North India. In Karnataka system 
9 pranas are applied, some of which with 
changed meanings. The names of the 
pranas are: 1. Kala, 2. Marga, 3. Kriya, 4. 
Ahga 5. Graha, 6. Jati, 7. Kala, 8. Laya, 9. 
Yati, 10. Prastara [See: Dasa-prana] 

The tala laksanas (characteristics) of modern 
times — 1. Kala and Matra, 2. Hasta-kriya, 
3. Ahga, 4. Graha, 5. Laya and Gati, 6. 
Pada-vibhaga and Chanda, and 7. 
Prasvana- visvana vaisistya. 

Tala-alankarana ("cTTcT Act of 

playing on musical instruments such as 
khuli, mudi, ghis, kaida, calan, cakkardar, 
palli, etc., with which tala is beautified. 
[See: the respective terms]. 

Tala-kata (dld^ldl)— To be out of tala. To 
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be unable to keep correct timing with the 
number of matras (beats), while arriving 
together at 'Sama' the most stressed beat. 

Tala-kana (ciici*iii) — One who has limited 
knowledge or perception about tala and 
its matras (beats). 

Tala-parivartana (aid sRq^-i) — Now a days, 
out of the talas that are in use, some have 
names and forms changed from the 
ancient ones, e.g. — 

Hindusthani — 

1. Ada — ancient name is Adda. 

2. Ekatala — changed form of ancient 
Ekatala. 

3. Tivra — ancient name is Triputa. 

4. Tcot — ancient name is Triputa. 

5. Jhaptala — ancient name is Jhampa. 

6. Cautala — though the name has some 
resemblance with the ancient name 
Catustala, but actually, it is the 
changed state of 'Prasiddha Ekatali'. 

7. Cacar — ancient name is Caeca ri. 

8. jat — Ancient word is Yati. 
Karnataka — 

1. Ala — ancient name is Adda. 

2. Matln/a — ancient name is Mantha. 

3. Triputa — Changed version of ancient 
Triputa. 

4. Rupaka — Changed version of ancient 
Rupaka. 

Many talas of Bengali KIrtana also 
maintained consistency with the names 
and forms of ancient talas or have 
assumed changed state in some cases. 
Example: Ada (Adda), Ekatala (changed 
version of Ekatali), Cahcuputa (Caccat- 
puta or Cacaputa), Teot and Teoda 
(Triputa). Pahca (Mantha), Rupaka 
(changed version of Rupaka). 

Tala-prakara (^t ^^K)— (Varieties of tala). 
There were two types of tala in the ancient 
days — 1 . Gandharva and 2. Desl. 

1. Gandharva or marga-tala used to be 
guided by very strict rules. Now it is no 
more in use. [See: Marga-tala, Tala- 
bheda]. 

2. Desi tala used to be formed with druta and 
laghu matras (beats) [See: Matra-vibhaga]. 



To ascertain time in matras, Kamsa-tala 
used to be played with it. When necessary 
or for creation of variety or beauty, Kamsa- 
tala could be played in slightly faster or 
slower tempo, i.e. — while the measure of 
laghu matra in marga tala was unchan- 
geable, the time taken was that for utter- 
ance of 5 letters only (fast pronunciation 
of ka, ca, ta, ta, pa, the five letters), while 
in Desltala, the measure of laghu-matra 
could be the time taken for utter-ance of 
sometimes 5 letters, some-times 4 letters 
or sometimes 6 letters uttered together. 
The other characteristic of Desl-tala was the 
absence of marga and jatl-laksanas and rare 
application of kriya laksana in a different 
meaning. [See: Desl-tala] 
In the modern times Desl-tala is being used 
in a modified shape. It is of two kinds: 
1. North Indian and 2. Karnataka. 

1. North Indian tala refers to Hindusthani, 
Bengali, Manipuri tala etc.. Out of these 
talas, some are ancient, some have evolved 
or changed from ancient, while some are 
new. These are based on single matras 
(beats), and hence, are different from 
laghu-guru matra arrangements. Their 
divisions, use of prasvana, visvana etc. are 
recent additions. [See : related terms]. 

The initial stages of above mentioned 
characteristics were observed in 15th 
century. [See: Desl-tala, Matra-vibhaga] 

2. Karnataka talas are observed to be in use 
in South India. The talas have been 
adopted from ancient Desl-tala only and 
are applied in music by changing them 
according to differences in tala-jati or by 
giving them different names. Karnataka 
tala adheres to ancient rules of laghu- 
guru, ascertains time of laghu by number 
of aksaras, and maintaining tala-bheda or 
tala-jati. The characteristic of Karnataka 
tala is to accept kala as the section or the 
minute part of aksara-kalas [See: Desl- 
tala]. [ In Orissa a mixture of talas of 
middle ages and Kirtana-talas of Bengal, 
are observed]. 

Tala-prakrti (cTTcT Tlftf?!) — The condition or 
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state of tala due to difference of number 
in ghata-pata, e.g. — 

1. Ektala in which pata (jarab 2) is one; 
[See: Jarab 2, Ghata] 

2. Dotala, in which there are two jarabs. 

3. Tintala, in which there are three jarabs. 

4. Cautala, in which there are four jarabs. 

5. Pahctala, in which there are five jarabs. 

6. Chetala, in which there are six jarabs, 
etc.. 

Tala prabandha (cTTH'SH^T) — The traditional 
dhatu based form created by following 
rules of theka and characteristics of bols. 
(modern name Lahara). [In ancient times 
the names of those dhatus were — 1. 
Laharl, 2. Udupa, 3. Antara, 4. Upantari, 

5. MuktayT. [See: Theka, Bol] In modern 
time, this kind of traditional names are not 
available. The ones that are availabe, if 
arranged properly, stand as follows — 

(In tabla)— 1. Uthan, 2. Mukhda and Mohda, 

3. Theka, 4. Amad or Alahka-rika- Vistara, 
(ornamented expansion), e.g. — Bat, 
Peskar, Kaida, Calan, Gat, Rela, Tukra, 
Tihai or mohra. 

By another opinion — 1. Thap, 2. Mukhda, 
Mohda, 3. Uthan, 4. Nikas, 5. Theka and 

6. Amad. 

(In Pakhavaj)-— 1. Thap, 2. Thapiya, 3. Ladi, 

4. Gatparan, 5. Paran, 6. Padal, 7. Sath and 
8. Tihai]. [See: Lahara]. 

Tala-pher (cTTeT ^ — It is called tala-pher, 
when different talas are applied for 
different padas, without changing the 
nature of raga or sur (tune). [Some call it 
'tala-pherta'. Its other name is 'Pra- 
bandha'; ancient name is 'Dhvani- 
kuttanl']. 

Tala-pherta 1 (<TM 1 ^T) — When a song is 
sung in a particular tala, and if that song 
is sung as per existing rule in another tala, 
then that style is called 'tala-pherta'. 

Tala-pherta 2 ((W?T ^T?n 2)— If a portion of 
a song is sung in one tala and the other 
portion is sung in another tala, then this 
system is called 'tala-pherta'. 

Tala-bhariga (?IM ^) — To go out of tala. 

Tala-bheda (cTTcT ^)— The twelve types of 



talas that were formed in Margatala 
through speciality of form of caturasra, 
tryasra, etc. These were named: 
1. Caccatputa, 2. Cacaputa, 3. Satpita- 
putraka, 4. Hela, 5. Trigata, 6. Sam- 
pakkesta, 7. Natkuta, 8. Natkuti, 
9. Khanjaka, 10. Khanjika, 11. Akridita, 
12.Vilamba. 

[These twelve tala-bhedas were named 
'bhahga'. Apart from these, another 6 
varieties came in application, and were 
called upabhahga; example — 
1. Kutila, 2. Aksiptika, 3. Tryasra, 
4. Caturasra, 5. Misraka, 6. Catula. Later, 
the other tala varieties that were added, 
according to some, were called 'Vibhahga'. 

In another opinion, in ancient times, tala- 
bheda or prakara (variety) were two 
types — Caturasra or Yugma and Tryasra 
or Ayugma. Later, Sntpitaputraka and 
Udghatta were originated from Tryasra 
and from Satpitaputraka, Sampak-kestaka 
originated as a variation. Later, many 
Samkirna (mixed) talas originated from 
the mixture of Yugma and Ayugma talas; 
On the other hand, some more talas were 
created under some other rules from 
Yugma and Ayugma and were called 
Khanda talas. But Bharatamuni has 
introduced another variety called Misra 
tala originating from the mixture of 
Yugma and Ayugma, which, as an 
example, has been designated with tala 
name such as — Satpi^putraka, Sampak- 
kestaka. [During later period, those tala- 
bhedas were received in Karnataka tala 
system in an evolved state, as Caturasra, 
Tryasra, Misra, Khanda and Samkirna 
tala-jati]. [ See: Desl-tala, HindusthanI tala 
Karnataka tala.] 

Tala-mardala (ciieiH<{eT) — Tal-mrdahga. 
[Some have called Tabla as Tala-mardala 
to convince there is close relationship 
between Pakhavaj and Tabla]. 

Tala-mala (cikthkii) — Demonstration of tala 
variety, playing various talas one after the 
other on membranophone instruments. 
Playing various talas one after the other 
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without changing laya. 
Tala o Chanda vibhaga (cJTcT aft W$ faHFT) — 
No definite mention about chanda- 
vibhaga (rhythmic divisions) is available 
in ancient times. But if one observes 
closely the direction by fingers, 
application of ghata, pata, kala and 
arrangement of guru and pluta matras, 
one can be certain that there was chanda- 
vibhaga in ancient times, though it might 
not have been as clear and simple as 
modern vibhagas (divisions) [See: 
respective terms]. In modern system, the 
vibhagas are completely different from 
one another and the ones which are with 
prasvana (boldly sounded with stress) and 
ones which are not, are clearly marked 
and explained. In the ancient system the 
introduction of laghu-guru used to be 
indicated and their time used to be fixed 
through the counting of letters; i.e., sign 
or talahga used to be laghu/guru (IS) but 
while counting or playing, it used to be 
the time taken for fast utterance of the 
letters Ka-ca-ta ta/ ka-ka-ca-ca-ta-ta-pa- 
ya, etc.. 

In modern system, these complications have 
been done away with and only single unit 
matras (beats) have been adopted to 
understand vibhagas after discarding the 
application of talahgas such as laghu- 
guru, etc. According to this arrangement 
the above mentioned talariga IS (laghu/ 
guru) may be explained in the following 
manner: dha ge na dha/ na ga di t thun 
na kiti taka. (may also be arranged in other 
bols or syllables). 

To solve chanda vibhaga (rhythmic division) 
satisfactorily, tala padas now-a-days have 
been made as small in size as possible and 
names such as 'Sama', 'Tali', 'Khali' have 
been introduced. In Kirtana of Bengal, 
words like joda, kosa, chuta are found to 
be used. [In ancient system, how the 
syllables of laghu etc. were used, are not 
known, but in treatises of 14th century in 
the context of introducing DesT tala, the 
form of Ekatali has been shown with the 



help of syllable, "dha dhi ga na". In 
Karnataka Sahgita laghu-guru etc. are 
prevalent even now, but during playing, 
laghu is only judged with four Varnas]. 
Tala O Prana (cTT?T 3Tt m)- Tala has 10 
laksanas (characteristics) or pranas. These 
ten are — 1. Kala, 2. Marga, 3. Kriya, 4. 
Ahga 5. Graha, 6. Jan", 7. Kala, 8. Laya, 9. 
Yati, 10. Prastara. 

1 . Kala (3iTeI) — The vibhaga (division), which 
is appropriate for song of unbroken time. 

2. Marga (Wi) — Measure of matra-kala built 
by different numbers; normally, it is of 
four kinds, e.g — Dhruva, Citra, Vartika 
and Daksina. 

According to another opinion, Marga is of 
six kinds, e.g. — Dhruva, Citra, Vartika, 
Daksina, Citratara, Citratama; or — 
Vartika, Daksina, Citra, Citratara, Citra- 
tama, Ati-Citritama; or — Caturbhaga, 
Truti, Anutruti, Gharsana, Anugharsana 
and Svara. 

Generally, Dhruva-marga= 1 kala; Citra- 
marga=2 kala; Vartiak-marga=4 Kala; and 
Daksina-marga=8 kala. 

3. Kriya (fe^n) — Demonstration of divisions 
of tala by hand movement. This is of two 
kinds — Nihsabada (silent) and Sasabds 
(sounded) 

Nihsabda (fa:7T5^)— That which has 

movements of fingers but no beat. Its 

ancient name is kala. [See: Kala] 
Saiabda (WK) — That which has beat by 

fingers or hand. Its ancient name is pata. 
Nihsabda is of four kinds, e.g. — 
Avapa (smw)= Curled/ folded fingers in a 

raised hand/ palm. 
Niskrama (Ih<*IH)= Stretched fingers in a 

hand held downward. 
Viksepa (fa^fa)= Stretched fingers on the right 

hand side of a raised hand. 
Pravcsaka (y^5!l+)=Curling or folding the 

fingers of a hand held downward. 
Sasabda is of four kinds — e.g. — 
Dhruva (%p)=Chotika. Beating with hand 

while snapping the fingers. 
iamya {WQ\)= Beat with right hand. 
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Tala (m\)= Beat with left hand. 
Sannipata («Pi-*4m)= Beat with both hands. 

4. Auga (3T^)=The division of matra or 
khanda of tala which used to be guided 
by seven measures of matra, e.g. 
anudruta, druta, druta-virama, laghu, 
laghu- virama, guru and pluta. 

(i) Anudruta (3T^tT) = '41aghu; other 
names are — Ardha-candra, Karaj, 
Ardha-bindu, Ardha-druta, Ardha- 
sajha, Arikusa, Dhanu. 

(ii) Druta (^)='A laghu; other names are- 
Binduka, Vyahjana, Sunya, Ardha- 
matraka, Suvrtta, Akasa, Uttama, 
Kha, Kupa, Balaya. 

(iii) Druta-virama or Da-virama CgcTfgTPT or 
cf-f?RW)= 3 /4 laghu. 

(iv) Laghu (cT5)= Matra-mana. (standard of 
measure of beat). Matra of medium 
pace/ tempo; other names are — 
Vyapaka, Sarala, Hrasva, Sara, 
DandTla, Matraka, Meru. 

(v) Laghu-virama (cTgf^PT) or La-virama 
(H-fgRFf)=l l/ 2 laghu. 

(iv) Gugu (35)- 2 Laghu; other names are — 
Dirgha, Vaktra, Dvimatra, Pujya, 
Keyiira, Gopyakala, Nupura, Hara, 
Tatahka, Kahkana. 

(vii)P/«ffl ( T ^cT)= 3 laghu; other names 
are — Trimatra, Srhgl, Samahjara, 
Dipta, Laghu, Tryahga, Samod- 
bhava, Tara-sthana. 

5. Graha (¥?) — The relation between the 
tempo of singing, playing-instruments 
and tempo of tala. This is generally of 
three kinds, e.g. — 'Sama', 'Atita', 
Anagata.' 

(i) Sama-graha (^TT-H?)= Sama-pani, or 
tempo of same timing. 

(ii) Atlta (3TcftcT)= Ava-pahika, starting of 
tala after singing the song first. 

(in) Anagata (3iii*m)= Starting of song 
after presenting tala first. Upari- 
panika. 

Later, one graha, called Visama-graha' was 
added. In visama-graha, there is no 
conformity between song and tala, but at 



the end they are united with a fine 
adjustment. The other names of these four 
grahas are — Tala, Vitala, Anutala and 
Pratitala. 

6. Jati — (^nfil) — (a) The difference arising in 
Sreni (class) of margatala due to different 
arrangements of aksaras like laghu, guru, 
etc., and, the difference arising in Srenis 
due to change in kala. 

In ancient times, there were three Srenis of 
tala-jati, e.g. — Caturasra, Tryasra and 
Misra. Later, it had become 4 Srenis, e.g — 
Caturasra, Tryasra, Misra-sarhklrna and 
Khanda. [In Marga or Gandharva tala, 
there were many prakara-vedas (diffe- 
rences in pattern) exhibited as Yathaksara 
or Ekakala, Dvi-kala, Catuskala, etc.] [See: 
Yathaksara] 

In another opinion, Srenis (classes) are four 
in number e.g — Caturasra, Tryasra, Misra 
and Khanda; and sub-Srenis or Upa-srenis 
of Khanda are also four in number, e.g. — 
Caturasra, Tryasra, Misra and Samkirna. 
[Khanda used to mean Desl-tala]. 

(i) In Caturasra, number of varnas used 
to be divisible by 4 varnas; in Yatha- 
ksara. There used to be 8 matras 

(ii) In Tryasra, number of Varnas these 
used to be divisible by 3 varnas; there 
used to be 6 matras in Yathaksara. 
[See: Varna. Yathaksara] 

(iii) There used to be a mixture of yugma 
and ayugma in Misra. 

(iv) In Khanda, the varnas are divided and 
assume many different forms, and 
abundant use of laghu matra is 
observed. 

(v) Samkirna=In one opinion, it is the 
other .lame of Khanda; in another 
opinion, it is a srenl of a few specific 
talas. 

(b) In the middle ages five tala-jatis were in 
vogue, e.g.— 

(i) G?fur<7s'rfl=Which had 4 varnas or 
multiples of that. 

(ii) Tryflsi7J=Which had 3 varnas or 
multiples of that. 
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(iii) K/ia?icffl=Which had 5 varnas or 
multiples of that. 

(iv) Mi'srfl=Which had 7 varnas or 
multiples of that. 

(v) Sariiklrna^ Which had 9 varnas or 
multiples of that. 

(c) According to Karnataka system, one 
laghu matra (I) denotes 4 varnas or 
fraction of matra or aksarakala. 
[According to sastras, laghu-matra of 
margatala was equivalent to the time 
taken to utter 5 aksaras (letters). In Desi 
tala the time could be the utterance of 4, 5 
or 6 aksaras (letters). The change in form 
that takes place in tala due to the change 
in time measure of laghumatra or matras, 
is called Karnataki Tala-jati'. This is of 5 
types, e.g. — Caturasra or Catasra, Tryasra 
or Tisra, Misra, Khanda and Samklrna. 

(i) Caturasra= Which has laghumatra, 
consisting of 4 aksara-kala. 

(ii) Tisra = Which has laghumatra, consi- 
sting of 3 aksara-kala. 

(iii) Misra = Which has laghumatra, 
consisting of 7 aksara-kala. 

(iv) Khanda = Which has laghumatra, 
consisting of 5 aksara-kala. 

(v) Samklrna = Which has laghumatra, 
consisting of 9 aksara-kala. 

[Misra= 4+3=7 aksara-kala; Khanda = 7+3 

2 

= 5 aksara-kala; and Sarhklrana = 5+4= 9 
aksara-kala]. 

7. Kala (^cTT) — In ancient times Kala denoted 
something that was a measure of time of 
tala, that was determind by the help of 
one, or more than one matras. Matra 
meant a small fraction of time and used 
to be displayed by movement of fingers. 
[Generally matra used to be of 8 types, 
e.g.— 

(i) Dhruva= Making sound with thumb 
and middle finger, pointing down- 
wards. 

(ii) SflrpmI=Moving the fingers towards 
left. 



(iii) Krsna, Krsny a=Moving the fingers 
towards right. 

(iv) Padmim= Moving fingers down wards. 

(v) Visarjita- Moving fingers out ward, 
(iv) Vifc5i'pffl=Folding fingers. 

(vii) Pataka= Moving fingers upwards. 

(viii) Patita, Patita= Beat with hand keeping 
it down wards.] 

8. Laya (cT*T) — The rest between two matras. 
Duration of one matra. It is of three types, 
e.g.= Vilamvita (slow), Madhya (medium) 
and druta (fast). 

(i) Vilamvita= Double the amount of 
madhyalaya or ordinary measure of 
laghu-matra laya. 

(ii) Mfld/iy(?=Laya measuring one 
laghumatra. 

(iii) Druto=Laya measuring half of 
laghumatra. 

9. Yati (3fa) — Particular application of laya; 
Unique rule of applying matra of laya. 
This is of five types, e.g. — Sama, Srotagata' 
or 'Srotavaha, Mrdahga Pipllika and 
Gopuccha. 

(i) Sama= Same laya applied at the 
beginning, middle and end, at all the 
three stages. 

(ii) Srotagata or Srotavaha= Vilamvita laya 
applied at the beginning, madhya laya 
at the middle and druta or fast laya at 
the end. 

(iii) Mrdanga= Fast tempo or druta laya 
applied at the beginning and end and 
vilamvita laya or slow tempo in the 
middle. 

(iv) Pipllika= Vilamvita laya applied at the 
beginning and end and druta laya at 
the middle. 

(v) Gopuccha= Druta laya applied at the 
beginning, madhya laya in the middle 
and vilamvita laya at the end. 

Each of these, consists of three characte- 
ristics, e.g.— in sama (1) druta laya is 
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applied at the beginning, middle, and end; 
madhya laya is applied at the beginning, 
middle and end. Vilamvita laya is applied 
at the beginning, middle and end, etc., 
[See: Yati] 

10. Prastara — The rules to express 
different types of chanda (rhythms) 
and embellishments. 

Tala O Rupa (clM 3Tl — Expression of 
the form of tala through thekas (syllable 
pattern) of different talas. There are many 
varieties of talas. These may be divided 
into (a) HindusthanI, (b) Karnataka, (c) 
KIrtana related, (d) Manipuri etc.. The 
forms of the talas are as follows: 

(a) HindusthanI tala 1 (prevalent): 

1 . Addha — 8 matras or druta 16 matra-tala. 
+ 20 

dha khi n dha I dha dhi n dha I dha ti n ta 
3 

I ta di n dha 

[It is also called 'SitarkhanT' by many]. 

2. Ada- Cautala 1 : 14 matras 

+ 2 0 3 0 

dha kiti I dha dha I tiri kiti I dhin tin I kiti tag 

4 0 

I tiri kiti I nag det [used in Dhrupada]. 

3. Ada- Cautala 2 : 14 matras 

+ 2 0 3 0 
dha-gl dha ge I din ta I tita dha I din ta 

4 0 

I tita kata I gadi ghina [used in Dhrupada] 

4. Ada- Cautala 3 : 14 matras 

+ 2 0 3 0 

dhi tirikiti I dhi na I tu na I kat ta I tirikiti dhi I 

4 0 

I nadhildhina ( used in Khayal) 

5. Ada-fheka-fast 16 matras 
+ 2 

dha -kra dhin dha I g dha ti n 

0 3 

1 ta -kra dhin dha I g dha dhi n I 



6. Ektala 1 : 12 matras 

+ 2 

dhin dhin dhagi^t rikih I Tu na kat ta 

1 dhagi tirikiti dhin dhadha 

7. Ektala 2 : 12 matras 

+ 20 

dhin dhin dha I dhagi tun na 1 kat te dhagi 

3 

I tirikiti dhin na I 



8. Ektala 3 : 12 matras 

+ 0 2 0 3 

dhi dhi I dhagi trka I tu na I kat ta I dhi trka 

4 

1 dhinal 

9. Kaharva — (druta) 8 matras. 

+ 0 

dha gi na ti I na k dhi n I 

10. Khemta — 6 matras 
+ 0 

dhi g na I dha ti na I 

[ It is also called Kashmiri Khemta or 

Bhartariga] 

11. Cacar, DTpcandl, Jat 1 : druta 14 matras. 

+ 2 0 

dha dhin — I dha dha tin — I ta tin — 

3 

Idha dha dhin — I 

12. Cacar, DTpcandl, Jat 2 : druta 14 matras. 

+ 2 0 3 

Dhi dhi- 1 dha ga ti- 1 ta ti- 1 dha ga dhi- 

13. Cautala 1 : 12 matras (madhyalaya) 
+ 020 

dha dha I din ta I kat tagi I din ta 
3 4 

Ititi kata I gadi ghina I 

14. Cautala 2 : Vilamvita 12 matras 
+ 10 I 

dhat dhene naga det I dhene nag dhene nag I 

2 10 I 

dhet ^ gadi ghina I dha^ gadi ghin dha- 1 

3 I 4~^ I 

takat thuhg -ga dha- I titi kata gadi ghina I 

15. Cautala 3 : druta 12 matras 

+ 0 2 0 3 4 
djia;l det I titi I kata I gadi I ghina I 
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16. Chepka or Chika — druta 8 matras 

+ 2 0 3 

dhin t adhi n l^hyiag I nag^atin l^titaka 

17. Jat 1 : 8 matras 

+ 2 0 3 

taka di I dhag dhi I taka ti I dhag dhi 

18. Jat 2 : 8 matras 

+ 2 0 3 

dha dhin I dhadha tin I na tin I dhadha dhin I 

19. Jat 3 : Vilmvita 8 matras 
+ I 2 



I 



dha ^trete dhin -Vx^ I dha dha- dhadha tin 
;trete ' • 

0 3 

1 Na -trete tin ^kre I dha dha-dhadha 
dhin tirikiti 

20. Jhap tala 1 or Jhap tala : 10 matras 

+ 2 0 3 

dha ge I dha ge din I ta ge I ta gadi ghin 
(used in Dhupada) 

Or 

+ 2 0 3 

dha — I dha gl kl I ta^kd I dha kl ta I 

(used in Dhrupada) 

21. Jhap tala 2 or Jhap tala : 10 matras 
+ 2 0 3 

dhi na I dhi dhi na I ti na I dhi dhi na I 

(used in Khayal) 

22. Jhumra 1 : 14 matras 

+ 2 0 

dhi -dha tirikiti I dhi dhi dha gi tirikiti I ti^ta, 

tirikiti I dhi dhi dhagi tirikiti 

23. Jhumra 2 : 14 matras 

+ 2 0 

dhi-dha,trka I dhi dhi dhagi trka Iti-ta, trka 



I dhi dhi dhagi trka I 



24. lappa tala, Tappeka — 16 matras 

+ 2 

dha trkdhi -trk dhi I dha trkdhi -trk dhi 
< s <s ^— ^ 

0 3 

1 dha trkt! -ti^t* I ta trkdhi ^ dh* I 

(many people consider this as a variety of 
Tritala'.) 

25. Thumri tala 1 : dhima 16 matras 

+ 2 

dha kradi -trk dhi I dha kradhi ^t£k, dhi 

0 

I ta krati ^rk ti — ta kradhi -^dh* I 

26. Thumri tala 2 : dhima 8 matras 

+ 3 1 

dha — I dhage tin I ta — dhage dhin 

27. Dhima tintala 1 : dhima 16 matras 

+ 2 

dha ge din ta I titi dit ta dha 

0 3 

1 din ta ka ta I tita kat gadi ghina 

(used in Dhrupada) 

28. Dhima tintala 2 : dhima 16 matras 
+ 2 

dha dhin-kra dhindhagi dha-tet Id hagity k 

0 

dhin-kra dhindhagi dha-tet I ta tin-kra tin 



ta-teH dhagitrk dhin-kra dhindhagi dha-tet I 

29. Dhima Panjabi — dhima 16 matras 

+ 2 
dha kradhi nta dhin I dha kradhi nta dhin 
0^3 ^ 
ta kradhi nta tin I dha kradhi nta dhin 
or 

+ 2 

dha- kra dhi dha gdha dhi I dha-kra dhidha 
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0 3 
gdha dhi I d j-ia-k ra tlta kta ti I te-kra d hfdh a 
gdha dhi I 

(Some take 32 matras and use the following 
theka:— 

+ 2 

Ghi- - dha" - gi dha - I Ghi - dha -gi dha - 

0 3 

1 Ghi - - ta - ki ta - I Ki - - dha - gi dha - I 
This theka is called madhyamana in 
Bengal) 

30. Tilwada — 16 matras 

+ 2 

dha tirikiti dhi -dh* t dha dha ti t* 

0 3 

1 ta tirikiti dhi -dhi I dha dha dhi dhi 

(This theka may be simpler also) 

31. Teoda, TTvra — 7 matras 

+ 23 

dha din ta I kiti taka I gadi ghina I 
or 

+ 2 3 

dha gene nag I gad di I ghene nag I 

32. Tritala, Tintala, Tetala — 16 matras 

+ 2 0 

dha dhi dhi dha I dha dhi dhi dha I dha ti ti 

3 

ta I ta dhi dhi dha I (used in Khayal) 
Or 

+ 20 

dha dhi ta dha I gi dhi ta dha I ka ti ta ta I 

3 



I kita taka gadi ghina I 

33. Dadra — 6 matras 

+ 0 

dha dhi na I dha tu na I 
Or 



(used in Dhrupada) 



+ 0 

dha dhi dha I dha tuna kata I 

34. Dhamar 1 : 14 matras 

+ 2 0 3 

ka dhi ta dhi ta I dha - I ga ti ta I ti ta ta — 1 

35. Dhamar 2 (PanjabT) : 14 matras 

+ 2 

ta dhin -kre I dhin dhin dhaga terekete 

0 ' 3 ~ ' 

1 dhina ^ta ^ka I ta t ereke te ta terekete I 

36. Dhumali — 8 matras 

+ 20 3 

dha dhi I dha ti I taka dhi I dhage tirakita I 

(It is a variety of Kavvali tala. Theka of 
Kavvali is as follows: 
+ 2 

dha dhi dhadha ti I ta ti dhadha dhi) 

37. PanjabI — 16 matras 

+ 2 0 

dha -dhi -na dha I dha -dh! -na ta I ta -ti 

V ✓ ^ S V ' N / S 

3 

^na^ dha I dha <jlii -na^ dha I 

38. Rupaka 1 — 7 matras 

+ 2 0 0 1 2 

dlii- Idhage I ti-trkaorfiltlna Idhina Idhina I 
(Ancient Rupaka consisted of 6 matras. Even 
now Rupaka of 6 matras is prevalent in 
KIrtana of Bengal, Manipuri tala paddhati 
and Karnataka sahglta.) 

39. Savarl 1 : 13 matras 

+ 2 0 3 

dhi na dhi I dhi na ti I na ti ti I na dhi dhi na 

40. Savarl 2 : 15 matras 

+ 2 

dhin tirikiti dhina I dha dhin dhagi naga 
3 4 

I tin tirikiti tina tina I katta trka dhina dhidhi 
na I 
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41. Savari 3 : 15 matras 

+ 02 0 

dhi -dha I dhi^ha I katta dhi dhi ■ dhadtu 

3 0 4 
dhi dha I titrika I ti na t* na I katta trka 

0 ' * 

1 dhinadhi dhina I 

(This is also called Pancam Savari) 

42. Sulatala, Surflkta 1 : 10 matras 

+ 02 3 

dha dha I d i ta I tita dha I ti ta kata gadi gina 

43. Sulatala, Surflkta 2—10 matras 

+ 2 3 

dhin — nagi titi I dhin na I dhin dhin dhagi 
t irikih I 

Hindustani tala-2 — (some slightly- 
prevalent, some not-prevalent) — 

Out of the Hindusthani talas that are slightly 
prevalent, those worth while mentioning 
are : Kumbha, Dobahara, Dhumali- 
consisting of 7 matras, 

Pratapsikhar, Pasto, Farodast, Brahma, 
Matta, Rupaka of 6 matras, Laghusekhara, 
Laksmi, Visnu and varieties of Savari tala, 
etc.. The forms of these talas are given 
below — 

1. Kumbha — 11 matras 

+ 0 2 3 4 0 5 
dha I dhf I tita I kata I dha I dhi I naka 

6 7 8 0 

I tita I kata I gadi I gina I or 
+ 02304 0 5 
dha I dhin Itaka I tita I dha Ighid I naka I tita 
6 7 0 

I kata I gadi I gina I 

2. Dobahar — 13 matras 

+ 20 3 

dhadin I dhakita I kitataka I thu thu 



4 5 6 0 7 

I gadigina leaden I katdha Idita I titakata 

8 9 10 0 

I gadigina I dhatlj ddha IditaJ 

3. Dhumall — 7 matras 

+ 23 4 

dha I dhi I na ta I ka dhi na I 

4. Pratapsikhar 1 : 13 matras 

+ 2 

dha kita taka dhuma kita taka dhet I ta 
3 

I dha tita kata gadi gina I 

5. Pratapsikhar 2 : 17 matras 

+ 

dha dhin naka dhet dhin naka dhet dhin 
2 3 

naka dhet dhet dhin I naka tita I kata gadi 
gina I 

6. Prati or Parat — 8 matras 

+ 2 3 

dha kita taka dhum I kita taka I gadi gina I 

7. Pasto — 7 matras 

+ 

ti — naka I dhi - I dha ge I 

8. Farodast or Firdaus — 14 matras 

+ 0 2 0 3 

dhi dhi* I dhagi ti rakita I tu na I kat ta I dhin 

katta I tirakita dhin I kadha tirakita I 
9?T$rahma~l"Tl4 matras 

+ 0 2 3 0 4 5 

dha I tat I dhet I dhin I naka I dhet I dhet 
6 0 7 8 9 10 0 
I dhin I naka Idhage I tita I kata I gadi I gina I 
10. Brahma 2 : 28 matras 

+ 0 2 3 0 

dha dhf I dhi dha I trak dhi I dhfdha I trak 

4 5 6 0 7 8 

dhf I dhi dha I ti ti I ta ti I ti na I tu na I ka 
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9 10 0 

ta I dhagi nadha I trak dhin I gadi gina I 

11. Mattal — 9 matras 

+ 2 3 4 5 6 

dha tita Inagi Itita kata Ikita Itita Ikata gena I 

12. Matta2 — 18 matras 

+ 0 2 3 0 

dhl — I na — I dhij irakit a I dhl na t tu na 

4 5 6 0 

I kat ta I tirakita dhi I na dhl I dhi na I 
or 

+ 0 2 3 0 4 5 
dha- Ighid lnaka*1ghid Inaka Itita Ikata 
6 0 
I ga di I gi na I 

13. Rupaka — 6 matras 
+ 2 

dha tita I dha di ta tita I 

14. Laghusekhara 1 : 5 matras 

+ 0 

dha ge dhita kata I kata I 

15. Laghusekhara 2 : 7 matras 

+ 2 

dha dhi ta dhu I ma ki ta I 

16. Laghusekhara 3 : 7 matras 

+ 0 2 

dha- dhi l^-ta^tita I kata gadi gana I 

17. Laksmi tala 1 : 18 matras 

+ 23 4 

dhi na I dhi dha I tirakiti dhi na I dhidha 

5 ** 6 " ^ 7 ' ^8 " 

I tirakiti I dhadha tirakiti I dhadha I tirakiti 
9 "l0 11 ' 12 13 
I dhfna I dhidha I tirakiti I tuna I kidanaga 
14 15 * 
I tage I ta tirakiti 



18. Laksmitala 2 : 36 matras 

+ 2 3 4 5 

dha — ki ta I ta ka I dhu ma I ki ta ta ka I 

6 7 8 9 

dhet — I ta — I ki ta ta ka I dhi na I na ka 
10 11 12 13 14 15 

I dhet I — I ta — ki ta I ta ka I dha di I gi na I 

19. Laksmitala 3 : 18 matras 

+ 0 2 3 0 4 

dha ki I ta ta I ka dhu I ma ki I ta ta I ka dhe 
5 6 0 

I ta dhagi I tita kata I gadi gana I 

20. Visnu tala 1 : 17 matras 

+ 23 4 

dha - ki ta I ta ka I dhu ma ki ta I ta ka 
5 6 . 

I dhe^ — I dhi na ta I 

21. Visnu tala 2 : 36 matras 

+ 2 3 4 

dha - dhi ta I dhi ta dha— I ta— ki ta I dhi ta 

5 6 7 8 

I dha — di na I dhi ta dhi ta I dha — I ki ta 

9 10 11 12 

I ta ka I dha di I ga na I dha-di na I 

22. Visnu tala 3 : 17 matras 

+ 0 2 

dha traka I dhena naka dheh I dheh dhena 

3 0 4 

naka I traka dheh I dhen naka I dha tita 

5 6 

I kata gadi I gana I 

23. Ganesa tala 1 : 20 matras 

+ 0230 456 

dha din I ta I ge I dha I din ta I dhe I ta I kita 

0 7 8 9 10 
dha I din ta I dha din I ta I tete kata I gadi gana I 
or 

+ 02 3 

dha din I ta ta I dhet dhet I ghene naga 
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4 0 5 0 6 

I dhet dha I kite taga I kid dha I kita taka I Ufa 
7 8 9 

I kata I gadi I gana I 

24. Ganesa tala 2 : 18 matras 
+ 2 3 

dha - dhi ta I dhi ta dha— I dha - ki ta 
4 5 

I ta ka I dha di gi na 

25. Ganesa tala 3 : 21 matras 

+ 2 3 4 5 

dha -ki ta I ta I dha - ki ta I ta I ka 
6 7 8 9 10 

I dha di ga na I dhf I dha I ta I ka dha ta I 
Apart from the above mentioned forms, 

different forms of Savarl tala are also 

available, e.g. — 

1. Trtlya (Third) or Tase - ke- Savari— 14 
matras 

+ 23 

dhf dha tira kiti 1 dhi* dha tiri kiti I dhi dha 

0 

I ti na ti na I 

2. Caturtha Savarl — 14 matras 
+ 2 

dhin, tirikit dhina I dha dhin dhagi nagi 
3 " 4 

I tin ^tirak ita tina tinMa tina I 

katta^dhidhi nadhi dhina I 

3. Kaid Savarl — 20 matras 

+ 0 2 

dhi na kata I ti na tirikita I dhin, tirikita 

3 " 4*- 

dhina I dha dhin dhagi nagi I tin, tirikita tina 

5 * 
tina tina I katta dhidhi nadhi dhina I 

4. Kavval Savarl — 14 matras 
+ 2 3 

dhin dha tirikita I dhedhe nag I dhedhe nag 



4 5 0 

I tage neta gene I tin tin I tagi tirikita I 



5. Kurkak Savarl 

+ 2 3 4 

ka dhe I te I dha I- 
8 9 10 11 



—17 matras 

5 6 

- 1 dhe te dha I- 
12 0 



Ite 



I te I ka I ta ga I di I ga I na I 

6. Jenana Savarl — 15 matras 

+ 234 

dhin dha I dhin dhin I dha dhin I dhin dha 
5 6 0 

I dhin dhin na I dhagi ti rikit a I thun na I 

7. Basarl Savarl — 16 matras 

+ 02 0 

dhin dha I dhin dhin I dha d hidh f I d ha dh f 

3 0 4 

dhfdha I tf, tirikita tina I tina tina I katta dhf dhf 



I d had hf dhfna I 

8. Athamartjari Savarl — 16 matras 

+ 203 

dha tirikita I dhfdha I ta ti rikit a I dhfdha 

4 0 5 0 

I dhagi t irikit a I tf na I dhagi tirikita I thun 

nana I 

[Apart from these, many names of non- 
prevalent talas are available. Some of them 
are ancient, while some are modern. To 
avoid length of the book, these are not 
described.] 

(b) Karnataka tala : 

1. Dhruvam (Caturasra) — 14 matras 

■ 

Rta ka di mi I Rta ka I Rta ka di mi I 
Rta ka di mi I 

2. Mathyam (Caturasra) — 10 matras 

o 

Rta ka di mi I Rta ka I Rta ka di mi I 
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3. Rupakam (Caturasra) — 6 matras 

Rta ka I Rta ka di mi I 

4. Jhampa (Caturasra) — 7 matras 
Rta ka di mi I Rta I Rki ta I 

5. Triputa (Caturasra) — 8 matras 

Rta ka di mi I Rta kl I Rdi mi I [Adi tala] 

6. AJa, Adda (Caturasra) — 12 matras 

o o 

Rta ka di mi I Rta ka di mi I Rta ka I Rdi mi I 

7. Ekam (Caturasra)— 4 matras 
Rta ka di mi 

8. Dhruvam (tisra) — 11 matras 

Rta ki ta I Rta ka I Rta ki ta I Rta ki ta I 

9. Mathyam (tisra) — 8 matras 
Rta ki ta I Rta ka I Rta ki ta I 

10. Rupakam (tisra) — 5 matras 
Rta kl I Rta ki ta I 

11. Jhampa (tisra) — 6 matras 
Rta ki ta I Rta I Rki ta I 

12. Triputa (tisra) — 7 matras 
Rta ki ta I Rta ka I Rdi mi I 

13. Ata, Adda (tisra) — 10 matras 
Rta ki ta I Rta ki ta I Rta kl I Rdi mi I 

14. Ekam (tisra) — 3 matras 
Rta ki ta I 

15. Dhruvam (misra) — 23 matras 

o 

Rta ka di mi ta ki ta I Rta ka I Rta ka di mi ta 

ki ta I Rta ka di mi ta ki ta I 

16. Mathyam (misra) — 16 matras 

o 

Rta ka di mi ta ki ta I Rta ka I Rta ka di mi ta 
kita I 

17. Rupakam (misra) — 9 matras 

o 

Rta ka I Rta ka di mi ta ki ta I 

18. Jhampa (misra) — 10 matras 
Rta ka di mi ta ki ta ! Rta I Rki ta I 

19. Triputa (misra) — 11 matras 

Rta ka di mi ta ki ta I Rta ka I Rdi mi I 



20. Ata, Adda (misra) — 18 matras 

Rta ka di mi ta kita I Rta ka di mi ta kita I 

Rta ka I Rdi mi I 

21. Ekam (misra) — 7 matras 
Rta ka di mi ta ki ta I 

22. Dhruvam (khanda) — 17 matras 

Rta ka ta ki ta I Rta kl I Rta ka ta ki ta I 
Rta ka ta ki ta 1 

23. Mafhyam (khanda) — 12 matras 

Rta ka ta ki ta ki ta I Rta ka I Rta ka ta ki ta I 

24. Rupakam (khanda)— 7 matras 
Rta kl I Rta ka ta ki ta I 

25. Jhampa (khanda) — 8 matras 
Rta ka ta ki ta I Rta I Rki ta I 

26. Triputa (khanda) — 9 matras 
Rta ka ta ki ta I Rta ka I Rdi mi I 

27. Ata, Adda (khanda)— 14 matras 

o o 

Rta kata kita IRtakatakita IRtaka IRdimi I 

28. Ekam (khanda) — 5 matras 
Rta ka ta ki ta I 

29. Dhruvam (samkirna) — 29 matras 

o 

Rta ka di mi ta ka ta ki ta I Rta ka I Rta ka di 

mi ta ka ta ki ta I Rta ka di mi ta ka ta ki ta I 

30. Mathyam (samkirna) — 20 matras 

O 

Rta ka di mi ta ka ta ki ta I Rta ka I Rta ka di 
mi ta ka ta ki ta I 

31. Rupakam (samkirna) — 11 matras 

o 

Rta ka I ta ka di mi ta ka ta ki ta I 

32. Jhampa (samkirna) — 12 matras 

O 

Rta ka di mi ta ka ta ki ta I Rta I Rki ta I 

33. Triputa (samkirna) — 13 matras 

o o 

Rta ka di mi ta ka ta ki ta I Rta ka I Rdi mi I 

34. Afa, Adda (samkirna) — 22 matras 

Rta ka di mi ta ka ta ki ta I Rta ka di mi ta ka 

ta ki ta I Rta kl I Rdi mi I 

35. Ekam (samkirna) — 9 matras 

Rta ka di mi ta ka ta ki ta I 
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Kirtana Sarhslista talas — (Talas related 
with Kirtana) (Prevalent) 

1 . Ekatali (madhyama) — 14 matras [ 1 Kala] 
+ 02 0 

Ta i jhaa I ja jhi ni I jha a urr urr I ta khe i I 

2. Japatala or Chofo Lofa — 12 matras [1 
Kala] 

+ 0 2 0 

Jha u di I da ghi na I ta u ti I ta khi na I 

3. Tiot (Madhyama) — 28 matras [2 kalas] 
+ 0 2 0 
jha khi I jha khi gurr gurr I dhei nak I 

3 0 4 

geda dhidhi I tak daghi I neta kheta I 

0 5 0 6 

ta a I ta a urrr urrr I tak tete I tete khikhi I 
0 

tak dadhe I ida dhei I 

4. Daskusi (madhyama) — 28 matras [2 

kalas] 
+ 2 
Jhini jajhi nija jhini I jhini jajhi nija jhini 
3 4 5 

I jha gurrr I jaghi naur tete khiti I taur takhi tete 

6 7 8 

khiti I taur takhi tete khiti I ta urr I ta ta khikhi 
takhi I 

5. Daspahida (madhyama) — Smatras [1 

Kala] 

+ 2 

Khihkhi nita geda geda I dhei ta tete ta I 

6. Dothuki (madhyama) — 28 matras [2 

kalas] 

+ 20 

dha dhi dhi I dha a dha a I dha dhi dhi 

0 3 4 

1 dhi a gur gur I dha dhi dhi I dha a ur ur I 

0 0 

1 te te ta I te te ta a I 

7. Dhamall — 8 matras [1 kala] 

+ 000 

khi gurr I dit dit i dhei a I ta — I 



8. Lofa (choto) — 12 matras 

+ 0 2 0 

dhi dhi dha I da dhe na I ta k ta I ta khe ta I 
Lofa (Brhat)— 12 matras [1 kala] 
+ 0 2 0 

jha gurr dhi I dha ghi na I ta urr ti I ta khi na 
Lofa, consisting of 8 matras are also 

available — 
+ 02 0 

khinnadin Itreketdhin Idhindadhin Itreket 
dhin 

9. Adtala (Brhat)— 20 matras [1 kala] 
+ 0 0 0 2 

jhen da I jha jha I ta jha I jha jha I dhei a 

0 3 0 0 0 

1 ta gurrr I jha ta I jha jha I ti ni I khi ti I 
Cancuput — 8 matras 

+ 020 

da ghi I ni ta I a dhi I dha gurr I 

[Apart from these, some more Kirtana based 
talas are there. These are not mentioned 
here, as the same are not very prevalent] 

(c) Manipuri talas (prevalent) : 

1. Tancap — 4 matras [2 Avartanas] 
+ + 

dhin — khar khar I Ta ghin ghin ta I 

2. Menkup — 6 matras — [2 Avartanas] 
+ 2 + 2 

dhin — ten I ta ghin thei I ta khita then I 
ta then ta I 

3. Rupaka kata— 10 matras [1 Avartana] 
+ 2 0 

dhin ghinnaghra 1 dhin tenta I tenta tenta 

0 0 

1 then — I — traghra I 

4. Rupaka — 6 matras [1 Avartana] 

+ 2 

dhin ghinnaghra I dhin tenta then tamghin I 

5. Triputa 1 — 8 matras [1 Avartana] 

+ 2 3 

dhin ten — ta I khit ta I dhen ta I 
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6. Triputa 2 — 7 matras [1 Avartana] 

+ 2 3 

dhin ten ta I khit ta I dhen ta I 

7. Tanjau — 14 matras [2 Avaratana] 

+ 2 3 0 

Idhin ghraghra I dhin-then ta I ta then I 
4 0 

— then I ta — I — khrakhra 

+ 2 0 3 0 4 

Ita — I ta — I then ta I ta then I— then I ta— 

0 

1 — ghraghra I 

8. Rajamela or Bhusana — 7 matras [3 

Avaratanas] 
+ 2 + 

Idhin — then — I dhin then — I dhin — then — 

2 + 2 

i dhin dhin — I ten — ta — I khit ghinna ghar I 
[Apart from these there are a few more 
ManipurT talas but the same have not been 
shown here, since these are not very 
prevalent. 

Talarnava (oieii"tq) — A particular type of 

prabandha-gita consisting of many talas. 

[See : Prabandha] 
Talarhsa (cTTcTW) — A portion of tala. 'Sama', 

'Tali', 'Khali', etc. according to which tala 

vibhagas (divisions) are done. 
Talim (nilc-in) — Arabaic terminology is "Ta 

alim" meaning to teach, advice. In music, 

it means practical training. 
Tali, Tall (fnfa, clTcft) — The parts of division 

of tala or chanda<iivisions where stress 

or prasvana or Zarab is put. Pata. 

Hastaghata (clap or beat given with hand). 
Tiut, Tiot (fcT33, fWtz)— Dhrupada 

consisting of two tuks or stanzas. A 

corrupt version of Triputa. Teot tala. 
Tinguna (f^W) (Three times)— Te-dun. The 

speed achieved when three matras of 

barabar-ki-laya, i.e., normal speed, is 

done in one matra. 



Tin grama (far HW) — Ancient Sadja, Madh- 
yama and Gandhara grama. Mandra, 
Madhya and Tara saptakas (heptad), or 
Udara, Mudara and Tara — these three 
svara-sthanas (octaves). [See : Grama] 

Tin tala (ffiR <Wf) — Three spans (half a cubit). 
Hindusthani tala consisting of 16 matras. 
[See : Tala o rupa] 

Tirip (PaRn) — Tiripu. Svara, utterd in a 
crooked manner. A particular gamaka 
(embellishment). [See : Gamaka] 

Tirobhava (faflTra) — To keep the real 
identity of the raga unexpressed [with the 
help of alahkaras (ornamentations)]. 
Modern meaning in Hindusthani term is 
to manifest characteristics of another raga 
for a moment, in the main raga. 

Tilak (fdd+) — The name of a particular raga. 

Tilak yukta raga nama (Rid* ^<WTPTHm) — 
Names of ragas with Tilak as prefix: Tilak- 
kamoda, Tilak-bihaga, Tilak-syama, etc. 

Tilvada (faclcl^l)— Name of a particular tala. 

[See : Tala o rupa] 
Tilarh (ftcT) — The name of a particular raga. 

Tilana, Tillana 1 (fileTHT, PdcriH1 1)— The style 
of gita that is constituted with meaningless 
words, such as tana-nana-dir-ta-dar-dlm, 
etc. and which is made up of 2 caranas or 
tuks (stanzas). It does not have meaningful 
language as Tarana. Now-a-days no 
distinction is made between Tilana and 
Tarana and it is either called Tilana or 
Tarana. [See : GIta-riti] 

Tillana 2 (PdcrlHI 2)— Karnataka termino- 
logy for making sound. 

Tisra, Tisra (fclSl, ftra)— Related with 
number 3 [See : Tala o Prana] 

Tihai (ffTFT?)— Colloquial term for the 
Sanskrit word Trighata. Display of ghata 
(beat) applied forcibly three times before 
coming to 'sama' the most important beat, 
in the field of gita, vadya and nrtya. [See : 
Lahara] 
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Tlvra, Tlvara svara (cffa, <far T^l) — The 
svara (note) which is one sruti (microtone) 
higher than suddhasvara (natural note). 
The svara, which has a komala (flat) form 
in Hindusthani sahglta. [See : Svara] 

Tlvra-komala svara (cfa <*>1hcti mi) — The 
svara (note) which is one sruti (microtone) 
lower than other suddha svaras (natural 
notes) excluding acala svara. Ancient 
name is 'Komala'. [See : Acala svara] 

TTvratama svara (olgan T3R) — The svara 
(note) which is three sruti (microtone) 
higher than other suddha svaras (natural 
notes) excluding acala svara. Svara, which 
is one sruti lower than pahcama (5th note 
from tonic). [See : Acala] 

TTvratara svara (olan< W) — The svara (note) 
which is two srutis (microtones) higher 
than other suddha svaras excluding acala. 
Svara which is two srutis lower than 
Pahcama (5th note from tonic) [See : 
Acala] 

TTvra (cffaf) — Name of an ancient sruti 
(microtone). Name of a particular alah- 
kara (ornamentation). Teoda or Teora tala. 

Tuk (3^0 — Kali; Carana (poetical stanza); 
the modern name of dhatu, applied in 
ancient Prabandha-glta. Now-a-days tuk 
is applied both in alapa and nibaddha-glta 
(songs bound by tala). It has four or five 
parts, e.g. — 1. Sthayi, 2. Antara, 3. SahcarT, 
4. Abhoga or 5. Bhoga and 6. Abhoga. 
[See : Prabandha] 

1. Sthayi (WTf) — The first part of a song, in 
which vadi svara (the main note) and 
other strong notes of a raga are well 
elaborated upon. The span of its Vistara 
(expansion) is from Udara (lower) to 
Mudara (middle) Sthanas (octaves). In a 
song, it is a normal custom to expand 
vistara of sthayi, upto Tara-sthana (higher 
octave). 

2. Antara (3RTU) — The second part of song, 
in which svara arrangements are spread 
towards Tara-sthana making the song 



beautiful. 

3. Sancari (w^k!) — The third part of song, 
in which svara arrangements express 
themselves through a mixture of upward 
and downward movement. 

4. Bhoga (Mfr) — The part in which the svaras 
of Madhya-sthana (middle octave) are 
used in a variety of ways at the time of 
spreading the svara arrangements upto 
Tara-sthana (higher octave). 

5. Abhoga (3TT»Tt' I T) — It is the part which 
expresses beauty of the song by arranging 
the svaras to spread far across Tara-sthana 
and descend thereafter. 

[According to some opinion (3) 
Bhoga=Sancari, (4) Abhoga= Abhoga and 
(5) Sancari are stanzas full of movement. 
These move in a mixed ascending and 
descending order taking vadi svara (main 
note) as the central force, reaching Tara 
(upper) '3' and also expressing the eighth 
svara from Vadi svara in a variety of ways, 
then coming down to 'S' of madhya 
saptaka (middle octave), enhancing the 
beauty by embelishing the song]. 4 or 5 
tuks are available in alapa. Two to five 
tuks are available in Dhrupada. Khayal 
has two tuks — Sthayi and Antara. Seldom, 
examples of three tuks are available, 
where, the second tuk is called Sancari. 
This Sancari remains expanded towards 
Udara (lower) or Mandra (middle) 
Saptaka (heptad) and used as an interlink 
between Sthayi and Antara. Even if there 
are many lines in the song of Khayal no 
more tuks are formed beyond Antara. 
Tuks of Tappa and Thumari are like the 
tuks of Khayal. Other styles of glti-rlti 
(songs styles) follow the rules of 
Dhrupada and Khayal. 

General rule is to have two tuks in 'gats' of 
instruments. When there is a third tuk, the 
central one in called Sancari or Manjha. 

Karnataka tuk — In Karnataka gita (song), 
maximum three tuks are applicable — 
pallavi, anupallavi and caranam. 
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Caranam may be one or more than one. 

But these are sung in the same tune. 
Tuk gana (cj^'iii) — Tuk-gana. 
Tuktam (cp^T) — Ancient Tamil name of 

Rsabha svara (2nd note from tonic). 
Tubdl (^nft) — Snake charmer's flute; Tombi. 
Tumba, Tumbaka, Tumba, Tumbi, Tumbl 

QpT, 3*^>, 3 r5, > 3^> Spfy — T he shell of 

bottle gourd. Dhvanikosa (drum/belly). 

[See : Vadya] 
TumbakT — Anaddha vadya 

(membranophones) which is like dhakka. 

A fault in the style of singing, [see : Vadya] 
Tumbari (cj^O) — A particular type of vlna. 
Tumbaru (3*^0 — A particular pata 

(syllables of percussion) of a ghana vadya 

(idiophone). 
Tumbura (37^0 — Sanskrit name of 

Tanpura. According to modern hearsay, 

this vlna was invented and desinged by 

Tumburu muni (?) [From Arabic word 

'Tanburah', Sanskrit version 'Tambur' — 

'Tambura' has taken place]. Name of a 

particular raga. 
Tumburu vlna (3*^ ^TTT) — According to 

some opinion it is a kind of vlna. 
Turahi (cj<il%) — A taturi class of instrument. 

[See : Vadya] 
Turi,Turi (Jjft.^tt) Rana singa; A particular 

type of (aerophones) Susira vadya. 
Turya (3*f) — Fourth. 

Tulaka (3^0 — A particular sign of 
Dandamatrika notation system. [See : 
Svaralipi] 

Tusa-todi (j'tfllsl) — Name of a particular 
raga. 

Tusara (3^) — Name of a particular raga. 
Tusu (53) — A particular type of folk song. 
Tunava (3^) — A particular type of flute of 
Vedic era. 

Turya (3^) — Turi. A particular type of 
anaddha vadya (membranophones). 



Instrument with high pitch, such as conch- 
shells etc. 

Turya-tritaya (34-f^cT*T) — GIta, vadya and 

nartana (song, instrument and dance). 
Trtiya (3cffa) — Third or fourth Vedic 

descending note. 
Trtiyakala (3<ft4+ld)— Cauguna or 

fourtimes, according to Karnataka 

terminology. 
Trtiyatala (fcfa cTTcT) — A particular type of 

ancient Desl tala. 
Trtiya murcchana (3#T TJ#1T) — A particular 

type of murcchana of Sadja grama [See : 

Murcchana] 
Teot (%3TTH) — Name of a particular tala. 
Teoda, Teora — Name of a particular tala. 
Te-dun (^-^T) — Three times faster tempo. 
Tena, Tenaka (fft, — A particular ahga 

of ancient Prabandha. It is a word that 

denotes mahgala, meaning auspicious. 
Tenna, Tennaka (^T, ^T^) — Song with the 

word Tenna. A word of alapa. Ancient 

form of meaningless words such as tana, 

nana etc.. 

Tepalll (rhcnl) — Application of three types 
of laya (tempo) in the same bol (syllables) 
in tabla [See : Palll] 

Teyar (far) — Colloquial form of the word 
tivra. 

Telan (jtcTR)— Tilana. 

Tehai (^?Tf) — Tihai [See : Lahara]. 

Tehara (^FTTI) — Tehra or three times. 

Rhythm pattern of three; the laya (tempo) 

in which three bols (syllables) or matras 

(beats) are uttered together. 
Teharan (clewi) — A particular tuk (stanza) 

of Half-akhdai style of song. 
Totaka (<TtH^) — A particular type of chanda 

(rhythm). A particular type of Prabandha. 
Tod (cfrs) — Mohara. 

Toda (citlfT) — Fast bol (syllables). A mixed 
variety of rela. Bunches of tanas of string 
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instruments in fast laya (tempo). Tanas, 
appropriate for playing with gat. A bunch 
of short tanas. Palta. 

Tod! (cftlfT) — Name of a particular raga. 
Name of a particular Hindusthani thata. 

Tomb! (<iNt)— Tubdi. 

Tourya (flH) — Sound of mrdahga, etc.. 

Touryatrika (flWfa*) — Combination of gita 
(song), vadya (instrument) and nartana 
(dance). Sahgita. 

Travana (WIT) — Name of a particular raga. 

Trayodasa laksana (4$<W WT)— [See : Jati- 
laksana and Raga-laksana] 

Trika (f^F>) — Pluta; Three times longer 
Sthayl-kala or time of laghu. Consonance 
of S, Ri, G, the three svaras of the first half 
of ancient Sadjagrama with successive 
three svaras P, D, Ni of the upper half at 
the interval of 13 Srutis (microtones). 
Three number. [See : Pluta, Matra] 

Trigata (tVRT) — In ancient accompaniment 
of string and membranophone instru- 
ments with songs, there were three ways 
of accompaniment, such as tatva, anugata 
and ogha, e.g. — 

Tatva — Accompanying musical instru- 
ments manifesting or displaying laya, 
tala, virama, yati, aksara, varna, grama, 
vibhaga, kinds of jati and arhsa etc. of 
songs. [See : the respective terms] 

Anugata — (See : Anugata] 
Ogha — The accompanyist, playing non- 
stop bols (syllables) with beats of hand in 
fast tempo in unision with the song in its 
concluding stage. 
Tritantri (frcF?t) — A particular type of a 
vina. 

Tritala (B<di<n) — Name of a particular tala. 
Tridun (f^O — Three times faster. 
Tripatha (f^R^) — A particular ancient 

prabandha. 
Triputa (f^TH) — Name of a particular tala. 

Name of a particular alahkara. 



Tripusca (f^a)— Tripuccha. Masak 
gamaka. (Masak=to tear off). [See : 
Gamaka] 

Trivat, Tirbat (fe, fm^)— A particular 
style of song, in which svara, tena, pata 
are applied. A corruption of the word 
Tripatha. 

Trivana (TJW) — Name of a particular raga. 
TrivanI, Tirvan (1wft, Pd^uQ— Name of a 

particular raga. 
Trivar (f^T)— Trivat. 

Trivarana (fw°f) — A particular type of 
alahkara. 

Trividha kriya (tlf^^ I^TT) — Three shapes 
of mrdahga— (1) Haritaki akrti (shape like 
Myrobalan), (2) Yabakrti (shape of barley), 
(3) Gopucchakrti (shape of cow's tail). 

Trividha vadya (fsrf^T ^TTSI) — (a) Ancient Tri- 
puskara (Tri=Three) vadya e.g. — 
Mrdahga, Panava and Dardura [See : 
Vadya]. 

(b) There were three different designations 
of the anaddha vadya according to their 
usage e.g. — Urdhvaka, Ahkika and 
Alihgya [See : Vadya] 

(c) Three different types of playing of 
string and membranophone instruments. 
[See : Trigata]. 

Trividha raga (firfoq TFT) — Three types of 
raga — (1) Muktahga-kampita, (2) Ardha- 
kampita, (3) Kampa-vihlna. 

TrivenI (f^Tt)— Name of a particular raga.. 

Tribhahgi (fa*T%) — A particular type of 
ancient prabandha. Name of a particular 
ancient tala. [See : Prabandha] 

Tribhinna (ftfa-T) — A particular type of 
gamaka. Name of a particular ancient tala. 
[See : Gamaka] 

Trimatrika (forrf^F)— The division of tala in 
which there are three matras in each pada 
(pace). Chanda (rhythm) consisting of 
three matras (beats). 

Tristhana (fa**JH)-Mandra (lower), Madhya 
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(middle) and Tara (upper) sthanas (octa- 
ves). Urah (heart), Kantha (throat) and 
Sira (head). 
Tristhanaka (f^sTTW) — Voice, which is 
impressive in all the three sthanas 
(octaves). 

Trisvara (fa*cK) — A particular alahkara or 
tana, which is constituted of three svaras 
and is repeated twice in a circular manner, 
e.g.— SRiG SRiG. 

Trisra, Tisra (fej, f^t)— [See : Tala o Prana] 

Trufi (ift)— A part of Kala (time). One 
fourth. Time equal to two Kalas. Time 
taken twice as fast as anudruta or bindu. 
[See : Anudruta] 

Trotaka (^^i) — A particular type of 
prabandha and chanda (rhythm). [See : 
Prabandha] 

TrotakI todl (sk*) cfrst) — A non-prevalent 
variety of TuJiraga. 

Trailokyamohana (^<^l=w4e-i) — [See : Tana] 

Tryasra (y^Wf) — [See : Tala o Prana] 

Tha (*) 

Tha (*TT) — Vilamvita (slow). Dhima (slow). 
Tha. Avalamvita (Suspended) laya 
(tempo). 

Thai alapa («nf STTrTFr)— [See : Alapa] 

Thata (*nz)— Thata [See : Thata] 

Thapa («TN)— Suppressed beat with the 
palm of the hand. A particular closed act 
of membranophones. 

Thapiya («Tlfw)— Theka (syllable compo- 
sition) of pakhavaj. 

Thei thei («*? — A particular Varna 
(syllable) of dance. Bol (syllables) of Khol 
instrument. 

Thai Thai (tf *5) — A particular Varna 
(syllable) of dance. 

Daft) 

Da (^) — Agni. 



Daksina (^J"I) — A particular way of Marga 

of [See : MargJ, Gandharva or Marga tala. 

[See : Tala of Prana]. 
Daksina-nata (^fSPTTC) — Name of a 

particular raga. 
Daksina-gurjari(^for°npfTt) — Name of a 

particular raga. 
Daksinl- paddhati (^Fiksfil)— Karnataka 

paddhati (South Indian system of Music). 
Dagada (^T5) Dagara. A particular membra- 

nophone instrument. 
Da-gana (^- T n j T) — [See : Gana]. 
Dandal(^S) — The portion assigned for 

placing the fingers on string instruments 

(finger board). Dandi. 
Danda2 (^5) — The piece of wood that is 

sometimes used, to play a membra- 

nophone instrument. Kathi. 
Danda3 (^5) — A sign used for expressing 

matra (beat) in Dandamatrik notation 

system. 

Dandamatrik Svaralipi (^Hlf^^rfHfq)— 

A type of notation system. [See : Svaralipi]. 
Danda-dhakka ( ^S-^FT) — Damama. A 

type of Drum. [See : Vadya] 
Danda-Tamri (< u ^diul) — Tamri vadya. A 

kind of instrument. 
Datta (^tTT) — One of the thirteen varieties of 

Hudukka vadya. [See : Vadya] 
Darnel) — Long duratin of a svara (note). 
Damkham(<;M s <siH) — It is a wonderful 

application of duration and pause in svara 

patterns. 
Damdar O^TC) — With pause. 
Damsis(<H,UKO — Long duration. 
Damaram (<;hkh) — A particular type of 

Karnataka membranophone instrument. 

[See : Vadya] 
DayavatI (^Tl^ft)— [See : Sruti] 
Darbari (^<«ii<1) — Name of a particular raga. 
Darbari yukta raga-nama (^k1 3<kki<iiihj- 

Names of ragas with the prefix Darbari. 
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Darban-kanara, Darbari-todi, Darban- 
mallara etc.. 

DarasT-mallara (<;<«lH<mi<) — Name of a 
particular raga. 

Daru (^?) — Dharu. A Karnataka termino- 
logy. It is a song in the form of conver- 
sation. It is a style of music created 
imitating Natya-glti or Druva-giti of 
Gandharva-sangita era. In this, like dhatu 
or tuk (stanza) of the lyric, there are 
Pallavl, Anupallavi and Caranam. There 
are many varieties of this style, e.g.- Patra- 
pravesa-daru, Svagata-daru, Varnana- 
daru, Sarhlapa-daru, Uttara-prattutara- 
daru, etc.. Part of a song sung with 
Kathakali dance. [See : Gita (Varnam)] 

Darja (^f) — 6renl (class). Analysis of the 
real identity by judging from sequence of 
high/low order. 

Dardarl (^Tt) — A particular type of 
instrument. [ See : Vadya] 

Dardur, Dardar (5^T, ^T) — An accom- 
panying instrument of ancient Puskara 
[See : Vadya]. A particular type of atodya 
vadya (membranophone instrument). 

Darbarika (<;4<lch) — A particular type of 
instrument. [ See : Vadya] 

Darsa (cT?f) — It is a particular Auduva 
suddhatana (pentatonic svara combina- 
tion). [ See : Tana] 

Dal (^T) — A part of chanda (rhythm or 
carana (stanza) of chanda. 

DaskosI «5!l+1vn)— A particular tala of 
Kirtana. [See : Tala o rupa) 

Das-gamaka (^T-fW^) — According to some 
opinion, there are ten gamakas, e.g. — 
Aroha, Avroha, Dhalu, Sphurita, 
Kampita, Ahata, Pratyahata, Tripusca 
(Tripuccha), Andola and Murcchana. 
[ See : Gamaka] 

Dasa-prana (^?T-WT) — Ten specialities. 
[See : Prana, Tala o Prana and Prana of 
dance] 

Dasa-laksana (WI)- Out of the thirteen 



laksanas (characteristics) of Raga or Jati, 
the 10 laksanas, leaving aside three 
laksanas, viz. Samnyasa, Vinyasa and 
Antaramarga. [See : Raga-laksana]. 

Dakra (5T3R7) — Name of particular raga. 
Corruption of the word Dombakri 
(ancient Bhupali) raga. 

Datu-svara (^T§ — Samvadi (consonant) 
like svara to which chut is applied from 
one svara. [See : Samvadi, Chut]. 

Dadra (^T^T) — A particular style of song. 
Name of a particular tala. 

Dana (^Hl) — Sphurita gamaka or expression 
of twice uttered svara. [See : Gamaka] 

Danedar tana (^T^^K <TFT) — Tana (note 
combination), consisting of sequence of 
svaras, pronounced twice. Tana, 
consisting of sequence of svaras with kan 
(touch). [See : Taner Sahja o prakara]. 

Damama (sihihi) — Dhol (drum) type of 
membranophone instrument of the 
Santhal tribe. [See : Vadya] 

Daravi vina (^K^! 4WlT) — A type of instru- 
ment made of wood etc., with strings or 
guts [See : Vadya] 

Daru j a (^3T) — Mardala (a type of drum). 
[See : Vadya] 

Daspahida, Daspahira (<l!fNlfe<jl, <WHlRm)— 
Name of a particular tala of Kirtana. [See : 
Tala o rupa]. 

DasT (^nft) — Devdasi. A female dancer 
brought up in the culture of temple. 

Dasi-raga (^TCTt TFT) — A particular class of 
ragas mentioned in Brhaddharma-purana, 
a treatise. 

DindT (farst)— Maharashtrian Harikatha or 

a style of singing to spend time. 
Dinki-durga (fTT^ff ^Tf)— Name of a 

particular raga, sung during day time. 
Dinkl-puriya(f^ft ^fw)— Name of a 

particular raga, sung during day time. 
Dinkl-Kalyana (f^t *<r^l"l)— Name of a 

particular raga, sung during day time. 
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Dinkl-bihaga (Rh*1 fa^l'l) — Name of a 
particular raga, sung during day time. 

Divya-gayana (f^T 7rfin) — Gandharva. 
Svargayaka. (Svah=Svarga /heaven) 
(Heavenly music) 

Divya-dhaivata (f^*T *W) — A particular 
raga of Karnataka system. 

Divya nama-kirtana (ft^T ^ftfa)— 
KIrtana of Karnataka paddhati. It is sung 
together in chorus in a mass, with a few 
words and simple tune. 

Divya-pancama (f^°3 M-»^h) — Name of a 
particular raga. 

Dilruba ((<;cK><m) — A version of the Esraj 
instrument. [See : Vadya] 

Disa (f^TT) — Ghosa. Poems sung during 
interval while rendering Mahgala gita etc.. 

Dista-kala (Rtetiw) — The particular time 
for singing a raga. Raga-bela. [See : Raga- 
bela] 

DIksa (^t^n) — [See : Suddha tana under Tana 
1] 

Dlpa (^fa) — Name of a particular raga. 
Dlpa yukta raga (^fa "3^T TFT) — Raga names 

with prefix Dlpa — DIpaka, DIpaki, 

Dipani, Dipacandi, Dipaksi, Dipavati, 

DIpika, DIpavali, etc.. 
DIpara-thata (^fal BT3) — Another name of 

PQrvi-thata. 
Dipacandi (^TW^t) — A particular type of 

tala. 

Dipta (^F<T) — Pluta. Tara-svara (high note) 
of alahkara (ornamentation). [See : Pluta] 

Dipta (^F<TF) — It is a particular Vedic Sruti- 
jati. 

Duguna, Duguna, Duna (<£pr, <£FTT, ^T)— 
Laya (tempo) in double speed. 

Dun (gf) — Duguna. Fast. Double the speed 
of madhya laya (medium tempo). 

DunI (^t) — Double. Consisting of jalad' or 
fast laya (tempo). 

DunI Khyal or Khayal T^TcT H <a<<iq) — 



Khayal of fast tempo. Khayal of medium 
and fast tempo. 
Dundam (5^H) — A Vedic membranophone 
instrument called Dundubhi. [See : 
Vadya] 

Dundubhi, Dundubhi (^jfa, ^*5*ft) — A 

huge membranophone instrument of 

Vedic era. [See : Vadya] 
Durga C5Tf)— Name of particular raga. 
Durga-puraner gana (^'if-'JTMT TFT)— 

Durga-mahgala. [See : Durga-mahgala] 
Durga-mahgala C^rfa^l) — Recital and 

singing of tales of Goddess Durga or 

Candl, narrated in Puranas. 
Durvala svara (jj<fa*q<) — The svara that is 

made little use of, or is skipped or used in 

indirect way. 
Durmati G^ffa) — Name of a particular raga. 
Duhra — Doubling of a Kaida while 

playing tala. Dohra, [See : Kaida, Dohra] 
Dutl-raga (<j[d<HI) — £ri-raga. 
Drsya sanglta (^T TTftcT) — Dancing and 

acting. That, which is relished by seeing 

with ones own eyes. 
Deoda (^3TT3I)— Teoda tala. 
Deva-kalyana (<?q*c^i u i) — A veriety of 

Kalyana raga. 
Deva yukta raga nama (^ T3?T TFT TTR) — 

Raga names with prefix Deva — Deva-asa, 

Deva-kosa, Deva-kirl, Deva-giri, Devgan- 

dhara, Deva-manohar, Deva-nata, Deva- 

bibhas, Deva-bihag, Deva-mukhari, Deva- 

ranjini, Deva-sararh, etc. 
Devandl, Devavati (^F3t, ^Fffit)— Name 

of a particular raga. 
Dev-thaya (^-BP-T) — Alapti (ancient alapa) 

done at intermediate stage between 

Dvyardha svara (the 4th note from vadl 

or Amsa svara) and turya-svara (8th note 

of the vadi or Arhsa svara]. 
DevadasI (^q<;m1) — The dancing maid 

employed in the temples. It has two more 

divisions — e.g. — Rajadasi and 3ivadasl. 
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Dev-dundubhi — A variety of 

Vedic membranophone instrument, 
named dundubhi. [See : Vadya] 

Devamaya-rupa (^<=ih<h W1) — A pictorial 
presentation of a raga. 

Devayan-vidya (^IH fasiT) — Gita (song), 
vadya (instrument) and nrtya (dance). 

Devi (^«ft) — A particular type of tala. 

Devi Durga (^t ^nf) — Name of a particular 
raga. 

Desa-kaku (^1 ^)— [See : Kaku] 
DeSahga-raga (%W\ TFT) — Other name of 

ancient Bhasahga class of ragas. [See : 

Bhasahga] 

Desi-tala (^ft-cncT)— Those talas which are 
used with Desi-ragas. £arhgadeva has 
named 120 talas in his book 'Sahglta- 
ratnakarah'; according to another opinion 
72 talas have been mentioned. Karnataka 
paddhati (system) has adopted 8 talas and 
has created 40 talas according to differ- 
ences in character. 

Now-a-days, there are many talas in 
Hindusthani paddhati. Some are 
prevalent, some are not, out of which some 
are applied in Dhrupada, some in Khayal 
and some in Tappa, Thumri and Dadra 
songs. Kltrana of Bengal also has many 
talas of its own. Those also come under 
the category of De6I tala. 
(a) Ancient tala names : — 

1. Ahgabharana 

2. Addatall 

3. Anahga 

4. Antara krida 

5. Abhahga 

6. Abhinandana 

7. Arjuna 

8. Astatall 

9. Aditala 

10. Indraloka kundali 



11. Utsava 

12. Udiksana 

13. Ekatali 

14. Kahkala 

15. Kandarpa 

16. Kanduka 

17. Karanayati 

18. Karuna/Karana 

19. Kalakantha 

20. Kaladhvani 

21. Kalyana 

22. Kirtikala 

23. Kundanahci 

24. Kudukka 

25. Kubinda 

26. Kumbha 

27. Kumuda 

28. Kulla 

29. Kokilapriya 

30. Krida 

31. Gaja 

32. Gajajhampa 

33. Gajalila 

34. Gadyatala 

35. Garugi 

36. Gauri 

37. Cakra 

38. Cakramantha 

39. Caccari 

40. Canda tala 

41. Candu tala 

42. Caturtha 

43. Caturmukha 

44. Caturasra 

45. Catustala 

46. Candrakala 

47. Citra 

48. Citrakuta 

49. Jagana-manthaka 

50. Janaka 

51. Jaya 

52. Jayasri 



53. Jayamahgala 

54. Jhampa 

55. Jhampaka 

56. Jhombada 

57. Dombali 

58. Dheriki 

59. Turahgallla 

60. Trtiya 

61. Trikundava 

62. Trivarta 

63. Tribharigi 

64. Tribhinna 

65. Darpana 

66. Dvitlya 

67. Dipaka 

68. Dvanda 

69. Dhatta 

70. Nandana 

71. Nartakaka 

72. Nandi 

73. Narayana 

74. Nihsanka 

75. NihsarikalTla. 

76. Nihsaruka 

77. Nllajhombada 

78. Pancaghata 

79. Pancama 

80. Patalakundali 

81. Parvati locana 

82. Prthvikundali 

83. Pratapasekhara 

84. Pratipalaka 

85. Pratimantha 

86. Pratyahga 

87. Parivarta 

88. Padma 

89. Puya 

90. Banamall 

91. Varnatala 

92. Varnabhinna 

93. Varnamanthika 

94. Varnayati 



95. Vardhana 

96. Vasanta 

97. Vijaya 

98. Vijayananda 

99. Vidyadhara 

100. Vindumall 

101. Vivarta 

102. Vilamvastatali 

103. Vilokita 

104. Visama 

105. Visnutala 

106. VIr vikrama 

107. Brahmatala 

108. Bhagna 

109. Makaranda 

110. Manthaka 

111. Manthika 

112. Madana 

113. Manmatha 

114. Malla 

115. Mallikamoda 

116. Mahacitra 

117. Mahasanni 

118. Mukunda 

119. Mrgahka 

120. Yati 

121. Yati^ekhara 

122. Yati lagna 

123. Ranga 

124. Rajatala 

125. Rangapradlpaka 

126. Rahgodyotaka 

127. Racca 

128. Rati 

129. Ratilila 

130. Ragavardhana 

131. Rajacudamani 

132. Rajavidyadhara 

133. Rajanarayana 

134. Rajamartanda 

135. Rajamrgahka. 

136. Rayabahkola 
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137. Sarikha 

138. Sarabhallla 

139. Sekhara 

140. Srikirti 

141. Srlnandana 

142. Srirariga 

143. Sri visnu 

144. Sat tala 

145. Laksmi 

146. Laksmisa 

147. Laghusekhara 

148. Lalit 

149. Layatala 

150. Llla 

151. Skanda 

152. Sanca 

153. Samyoga 

154. Sanrti 

155. Sama 

156. Sannipataka 

157. Sarasvatl-Kanthabharana 

158. Svarnameru 

159. Sarasa 

160. Sirhha 

161. Siihhanandana 

162. Sithhanada 

163. Sirhhalfla 

164. Sirhhavikrama 

165. Simhavikridita 

166. Sudarsana 

167. Sudevatsa 

168. Hamsa 

169. Harhsanada 

170. Harhsalila. 

(b)Adhunika (modern) Hindusthani tala 
nama( sn^Pw f^*?pft m\ ^m) 

1. Addha 

2. Astamahgala 

3. Adkhemta 

4. Adacautala 

5. Adatheka 

6. Adapanca 

7. Iktali 

8. Ikvai 

9. Ucak 



10. Ektala 

11. Karalamanca 

12. Kawali 

13. Kaharva 

14. Kasmlri Khemta 

15. Kaid 

16. Khamsa 

17. Khayra/Khaira 

18. Khemta 

19. Gajajhampa 

20. Ganesa 

21. Capak 

22. Candracautala 

23. Campaka 

24. Cacar 

25. Cohra 

26. Cautala 

27. Chapka 

28. Chuta 

29. Jat 

30. Jalad titala 

31. Jijunat 

32. Jhaptala 

33. Jhumra 

34. Thumri 

35. Dhima-titala 

36. Dhima-punjabi 

37. Tilvada 

38. Teot 

39. Teoda/Tivda 

40. Titala 

41. Dadra 

42. DIpcandi 

43. Doj 

44. Dobahar 

45. Dronda 

46. Dhamar 

47. Dhumali 

48. Nakta 

49. Punjabi 

50. Pat 

51. Pasto 

52. Prabhatkiran 

53. Farodast 

54. Basant 

55. Bisnu 
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56. Virpanca 

57. Brahma 

58. Brahmayoga 

59. Bhajam 

60. Bhartariga 

61. Matta 

62. Madhyamana 

63. Mohana 

64. Yat 

65. Rudra 

66. Rupaka 

67. Laksmi 

68. Syamakartika 

69. Sikhara 

70. Srisekhara 

71. Sitarkhani/Sidharkhani 

72. Savari 

73. Satti 

74. Sul 

75. Hapta, etc. 

(c)Bahgla Kirtaner tala-nama (^i'cil +lcW<. <iM 

1. Astatala 

2. Adtala 

3. Ektala 

4. Ektali 

5. Indrabhasa 

6. Kaoall 

7. Kaharva 

8. Khamsa 

9. Gahjal 

10. Cancuputa 

11. Chuta 

12. Japa 

13. Jhujhuti 

14. Jhap 

15. Thurhri 

16. Tiot 

17. Teora 

18. Daskusi 

19. Dasapahira 

20. Doj 

21. DothukI 

22. Dhara 

23. Dhamali 



24. Panca 

25. Pot 

26. Visamapanca 

27. VIr vikrama 

28. Mantak 

29. Mahamantak 

30. Madandola 

31. Yatisoma 

32. Rupaka 

33. Lofa 

34. ^aslsekhara 

35. Soma.. ..etc. 

Karnataka-tala (+«lf<i* did)— Main talasare 
7 in number, e.g. — (1) Dhruvam, 
(2) Mathyam, (3) Riipakam, (4) Jhampa, 
(5) Triputa, 6) Ata, (7) Eka. 

Each one of these talas are again of 5 
different varieties according to Caturasra 
or Catasra, Tisra, Misra, Khanda and 
Sahklrna jatis (class). The names of these 
are — 

(1) 'Dhruvam': — (a) Srlkara, (b) Mani, 
(c) Purna, (d) Pramana, (e) Bhuvana. 

(2) 'Mathyam': — (a) Sama, (b) Sara, 
(c) Udlrna, (d) Udaya, (e) Raba. 

(3) 'Rupakam':— (a) Pati, (b) Cakra, 
(c) Kula, (d) Raja, (e) Bindu. 

(4) 'Jhampa':- (a) Madhura, (b) Kadamba, 

(c) Sura, (d) Carta, (e) Kara. 

(5) 'Triputa': — (a) Adi, (b) Sahkha, (c) Llla, 

(d) Duskara, (e) Bhoga. 

(6) Ata':— (a) Lekha, (b) Gupta, (c) Loya, 
(dj Vidala, (e) Dhlra. 

(7) 'Eka':— (a) Mana, (b) Suta, (c) Raga, 
(d) Ratha, (e) Vasu. 

DesT-raga (^ft-TFT)— Ragas applied in Desi 
or regional songs. All ragas applied in 
modern Hindusthani and Karnataka 
system, classical and semi-classical music. 
[See : Raga] 

Desiya raga (^TfN TFT) — According to 
Karnataka system, a raga created by 
mixing^'ghana' raga and 'rakti' raga. [See : 
Ghana raga, Rakti raga] 

Desi-Sariglta 1 (^?ft-"*T^t(T)— ^ ccording to 
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ancient meaning, all types of music other 
than Gandharva sahgita. Ancient popular 
music. Regional music. During later 
period, an effort was made to bring music 
of different regions or places of India 
under definite rules and regulations and 
due to that two forms of Desi-sahgita were 
evolved — (1) Marga-desi and (2) Desi. 

(1) Marga-desi : This class of Desi-sahgita 
tried to follow rules that were created 
in an unnatural fashion and their 
sastras (theories) were written 
accordingly. 

(2) Desi : During this period Desi meant, 
music of the primitive, rural, urban 
and all types of regional popular 
music. During later period, it became 
the custom to call music born out of 
natural, aboriginal, fundamental and 
rural thinking and inclination, as loka- 
sahgita (folk-music). According to 
another opinion, it is called Desya 
(regional) which has two branches — 
Adima (aboriginal) and Palli-sahgita 
(folk-music). [Some divide Desya into 
three divisions, e.g. — (1) Adima gana 
which has a descending trend or 
movement. (2) Lokagita, whose 
chanda (rhythm) is regulated, and 
which moves towards any direction 
depending on the requirement, but 
does not have more than 5 svaras. (3) 
PallT-gita, in which specialities of 
culture of that region is added to the 
loka-gita. 

During this time, Nagaraja sahgita, 
meaning, music born in urban areas, or 
music related to culture, became prevalent 
as (Buddha) Desi. [See : Sahgita] 

Now-a-days, during modern times, Marga- 
desi has become Laukika sahgita 
(Dhrupada, Khayal, Bharatanatyam, 
Kathakali type of sahgita). Desi has 



become related to Laukika sahgita 
(Bhajan, Abhahga, Kavvali, Rekhta, 
Ghazal, Akhdai, Syama sahgita, Rabindra 
nrtya type of sahgita) and Desya or Loka- 
sahglta has become a natural expression 
of eternal emotions felt by people in 
general. [See : Lokasahgita] 

Desi-Sahgita 2 (^?ft-'?rfftT) — Musit/lfiat is 
devoid of alapa etc., that is, devoid of raga- 
laksana (characteristics) etc., and without 
special qualities of pada (lyric), etc.. Music, 
that is devoid of characteristics of 
Gandharva-sahgita. 

Desi-Sariglta 3 (^ft-TTfta) — Music, which 
is as knowledgeable as a king and gives 
happiness and pleasure to a common man. 
The system in which there is music of 
different values. 

Desya (^TT) — Regional, local. Example — 
Desya-raga. 

Des y a-sarigi ta (^T-TPffcf) — Loka-sahgfta . 

Des (^T) — Name of a particular raga. 

Des yukta raga-nama fa W HIH) — Raga 
names with prefix Des — Deskali, Des- 
kalyana, Desgiri, Desgaunda, Des-jayant, 
Des-baradi, Des-mallara, Des-sorat, etc.. 

Deskar (<J<h*k) — Name of a particular raga. 

Desval gauda (^TRTcT ^fte) — Name of a 
particular raga. 

Desakh (c}WI<sl) — Name of a particular raga. 
Desakhya raga. 

Desakh yukta raga-nama (^Tna TPT- 
TR) — Raga names with the prefix- 
Desakh — Desakh-kanara, Desakh- 
belavala, etc.. 

Desakh! (^WHsR) — Name of a particular raga. 

Desi O&ft) — Name of a particular raga. 

Desi yukta raga-nama TFF-HW) — 

Raga names with the prefix Desi — Desl- 
kanara, Desi-gandhari, Desi-gaur, Desi- 
gauri, Desi-todi, Desi-sahkrabharana, 
Desi-suhu, Desi-sorat, etc.. 
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Desya yukta raga-nama (^FT "g^T TTT-^) — 
Raga names with the prefix Desya — 
Desya-gaunda, Desya-narayanl, Desya- 
sorati, etc.. 

Dehatatva (^ecicq) — A particular type of folk 

song of Bengal. 
Doj (^fa) — A particular tala of Kirtana. 
DothukI (^B^ft)— A particulat tala of 

Kirtana. 

Dotara (^ciki) — A rural musical instrument 

consisting of two strings. 
Dotala (<fa^TT)— [See : Tala] 
Domoda, Domora (<£t*fr5T, ^t%T)— Mixture 

of 2 kinds of layas (tempo). [Mod= 2 parts] 
Doyar ("^faTC) — Singer of Judi; Singer, who 

keeps repeating the burden of the song. 

[See : Judi] 

Doyarki (<£hi<«t>l) — To maintain the burden 

of the song. 
Doyali 0?fa#T)— Chot. [See : Chot] 
Dorak (<;k<*j — Chot. String to tie the drum 

of vina etc. (Rope or strip of hide) 
Dolan pt?R) — A particular type of gamaka. 

[See : Gamaka] 
Dohra (%TT) — Doubled state of kaida of tala. 

A particular type of Maharashtrian gita. 

[See : Kaida] 
Doha, Doha (^t?T, ^T)— Ancient 'Dodhaka' 

prabandha (classical composition). A 

particular type of chanda (rhythm). 
Dohar (%R) — [See : Doyar] 
Dohara (^Ism) — A tana sung twice. 
Doulati kanara (<;)<nal <*i-hi) — Name of a 

particular raga. 
Dvayanuga (sPTFJ, 7 !) — The musical 

instrument that accompanies both gita 

(song) and nrtta (dance). 
Dvadasa ahga (IT^T 3T^) — [See : Sahglta] 
Dvadasa cakra (SK7T ^3>) — Dvadasa cakra, 

meaning 12 cakras or divisions, each 

having 6 sub-divisions with a symbolical 

name and a fixed serial division for 



classification of 72 melas as per Kamataka 
terminology. The symbolical names are — 
Pa, Sri, Go, Bhu, Ma, Sa. The names of the 
dvadasa (12) cakras are fixed by 'Bhuta- 
Samkhya' (number of elements) e.g. — 
Indu (1), Netra (2), Agni (3), Vedas (4), 
Vanas (5), Rtu (6), Rsi (7), Vasu (8), Brahma 
(9), Disi (10), Rudra (11) and Aditya (12). 
Dvadasaha (WI?) — Particular Suddha 
tanas (note sequences) having sadava or 

6 svaras. [See : Tana] 

Dvadasa svara (&K*fi w) — The total number 
of suddha (natural) and vikrta (flat or 
sharp) svaras of modern saptaka (heptad). 

7 suddha and 5 vikrta svaras put together, 
become 12. 

Dvavimsati Sruti (glVvifd #T)— 22 number 
of Srutis (microtones) of ancient Indian 
Gandharva saptaka (heptad). [See : Sruti] 

Dvi-kala (fg-^cT) — Matra (beat) with two 
Kalas. Application of two Kalas (SS) 
instead of one Kala (S) in each division of 
tala, in order to make normal state of 
ancient Gandharva tala or Marga tala 
doubly slow. 

[The time taken by 1 Kala or guru= utterence 
of two laghu matras. The time taken by 1 
laghu is the fast utterence of ka-ca-ta-ta- 
pa — these five letters or laghu varnas, that 
is, nearly about the time of one second.] 

Dviguna (Ps'j u i) — Dviguna means double. 
The eighth svara of Sthayl svara. Dun. 

Dvitlya (fed) 4) — Vedic 2nd or 3rd svara. 
Name of a Desi tala. 

Dvitlyakala (fgflfa ^T?T) — According to 
Kamataka terminology, it is double laya 
(tempo). 

Dvitlya tala (fgcfcr cTTeT) — A particular type 
of Desi tala applied in ancient Prabandha 
(classical composition). Second tali. 

Dvitlya manthika (fgtffa Tf^H^JT) — A 
particular Desi tala applied in ancient 
Prabandha (classical composition). 

Dvitlya murcchana (fefta ""T^n) — The 
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second murcchana of the murcchanas 
belonging to Gandhara-grama, Madh- 
yama-grama and Sadjagrama used in 
ancient Gandharva Sahgita (7 murcchanas 
in each grama). For example — Visala (of 
Gandhara grama), Harinasva (of 
Madhyama grama) and Rajani (of Sadja 
grama). [See : Grama, Murcchana]. 

Dvi-dhatu Prabandha (fg-*TTg W*T)— A 
particular type of ancient Prabandha-gana 
(classical composition) having 'Utsaha' 
and 'Dhruva' dhatu or tuk, (lyrical stanza). 

Dvimukha vadya (F&yo cTTST) — A particular 
mrdaiiga type of percussion instrument 
which has two faces covered with hide. 

Dvi-svara (fg-T^T) — A particular type of 
alahkara (ornamentation) of svaras, in 
which two svaras are applied twice, one 
after the other, e.g. — SRi SRi etc.. 

Dvayardha (50$) — 4th svara from sthayi or 
vadi svara (sonant). 

Dragada (1FT5) — [See : Dagada] 

Dravida Saftglta (sifqs TT^tcT) — An ancient 
Tamil Sahgita. [See : Sahgita] 

Dravida-gaur C5Tfq"T TftT) — Name of a 
particular raga. 

Druta (jjfl) — Double speed or tempo of laghu 
matra of tala. Time taken to utter two 
single letters. 

Druta virama (g\ f=KH) — 1 V 2 times speed or 
tempo of laghu matra of tala. Time taken 
to utter three laghu aksaras (single letters). 

Drona (iw) — Punji. Tubri type of aerophone 
instrument. 

Drond (?fo) — Name of a particular tala. 

Dha (ET) 

Dha (*T) — Short ancient pronunciation of 
dhaivata, the 6th svara of the heptad. 

Dhaori yukta raga nama («TsM "g^T TFT TW) — 
Raga names with the prefix Dhaori — 
Dhaori-mallara, Dhaori-lalita, Dhaori- 
sarahga, etc.. 



Dhakkar (*T^T)— A baya, the left hand 
drum of tabla-baya. 

Dhadka (tT5^>T)— The alahkara (orna- 
mentation) that is produced when a svara 
(note) is sung by giving it a thrust twice. 
A particular type of tana (svara 
arrangment). 

Dhan (^ — Dhvani (sound). 

Dhanvi (£F^t) — String instruments which 
are played by a bow. 

Dhananjaya math («FF£5PFT3) — Name of a 
particular raga. 

Dhanujuti (*T3lfr)— Name of a particular 
raga. 

Dhanasri («FTT9fr) — Name of a particular 
raga. 

Dhanu («Fi)— Chad (bow). 
Dhanuryantra (*T3*fcf) — String instrument, 

which is shaped like a bow. Instruments 

to be played by bow. 
Dhanyadhaivata (kr^)— Name of a 

particular raga. 
DhanyasI (tMWl) — Name of a particular 

raga. 

Dhamaka (*HHi=t>i) — An alahkara (orna- 
mentation), that is produced when svaras 
are pronounced by a sudden force in the 
voice. A particular type of tana. 

Dhamar (*WK)— A particular style of glti 
(song). Name of particular tala. [See : 
Dhamar] 

Dhavala (TO)— Name of a particular raga. 

Name of a particular Prabandha (classical 

composition). 
Dhavala yukta raga nama (*T3c7 "5^1 TFT 

TR) — Raga names with the prefix 

Dhavala — Dhavala-kanara, Dhavala-todi, 

Dhavala-malasri,' Dhavala-multanI, 

Dhabalasri, Dhavala, etc. 
Dharan-muran (*TT=T Tjr=T) — Beginning and 

manifestation. 
Dhara («TO) — A particular type of tala of 

Kirtana. 
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Dharu («**) — A particular style of giti (song) 
of Karnataka, which is of srrigara rasa 
(sentiment of love). 

It is a Kriti type of giti, that was created by 
imitating Dhruvagana of Gandharva 
natya-glti (ancient songs for dramas), 
comprising of many padas (lyrical 
stanzas) and which is applied with 
Karnataka dances. [See : Kritij 

Dhartai («RcTl?)— The initial part of a song 
at the beginning. 

Dha (*TT) — The note Dhaivata. It is a guru 
varna (a major syllable) of tala. The 
starting syllable of 'Sama'. 

Dhadi (*7T^t)— Dhadl. A class of music 
professionals. 

Dha hi (MKJ) — Svara. Tuk or lyrical stanza of 
ancient Prabandha gana (classical 
composition). The act of striking strings 
of a string instrument. 

Dhan kajar gana («TH *TH) — A 

particular type of folk song of Bengal. 

Dhan royar gan (*1H ifoK ^TH) — A particular 
type of folk song of Bengal. 

Dhamar (EtPTR) — Bengali pronunciation of 
Dhamar. It is the middle age version of 
ancient Holi-songs, the subject matter of 
which, was Holi, — sport of colour of Lord 
Krsna. Its language was the pure version 
of graceful Brjabhasa with rural influence 
and its tala was Dhamar. It had four tuks 
or stanzas like Dhrupada. Alapa [See : 
Alapa] used to be performed before the 
song commenced. After the song, artistry 
of chandas (rhythm) used to be 
performed; dun, pardun, bat and svara- 
ksepana according to the nature of the 
song, used to be the specialities of this 
style. [See : the respective terms] 

DhamalT (*hihici1) — A particular tala of 
KIrtana. 

Dharl (*rrft) — Ancient Dharu-Singer. 
Corruption of the word Dhadi. [See : 
Dhadi] 



Dharu (*1T5) — Ancient Dhrupada type of 
song, which Gopal Lai (15th century) 
propagated in Hindustan. The word 
Dharu used to be mentioned in the 
composition of the lyric. 

Dhiya (f^RT) — The sound of foot steps in 
Uddanda-nrtya, a type of dance. Syllables 
of Karatala, an idiophone instrument, in 
the tala of dance. 

Dhlrasahkarabharana (tjUsflgtm*"!)— No. 29 
mela of Karnataka Sahglta. 

Dhun (^T) — Dhvani. Tune or a light raga of 
mixed nature or light song. This type of 'Sur' 
or tune does not adhere to rules of raga. 

DhundhI ki mallar (*pft fa "Re^IR)— Name 
of a particular raga. 

Dhumail (^Hi$ei) — Regional synonym of 
dhumul. [See : Dhumul] ' 

Dhumail (*pi^) — Name of a particular tala . 

Dhumul, Dhumbal, Dhumbul (^geT, H 15 ^. 
'iF!^)— The playing of Khol at the 
beginning, before the start of KIrtana, 
different styles of music such as Gajana, 
Gambhlra, etc. Khol vadya that is 
performed following the style of 'Hatati' 
of KIrtana. Announcements with the help 
of Dhak-vadya (a kind of drum). [See : 
KIrtana, Hatati] 

Dhuya (^IT) — The starting part of a song or 
the part that is to be repreated. Corruption 
of the word 'Dhruva'. The portion of a 
song which is sung by the Dohars to 
maintain the continuity of the 'sur' (tune) 
of song. (Burden of a song). Erroneous 
development of 'Dhruva' prabandha 
(ancient classical composition). 

Dhuyamafha (*j<himi<ji) — Prabandha (ancient 
classical composition), of the nature of 
'Chanda'. Variety of chanda (rhythm), 
played by striking the main string 
(NayakI) and the side string (Cikarl) 
together, and separately. Corruption of 
the words 'Dhruva' and 'mantha'. 

Dhulat O Dhulot (^Z $1 ^H)— A variety 
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of Kir tana. Going round the town, singing 

Klrtana after a festival. 
Dhei 1 (§f 1) — Diversity of nrtta (dance). 

Tandava (masculine type of dance). Nrtta 

with an act of running. 
Dhei 2 (*t? 2)— Syllable of vadya. 
Dhaivata ($3ft) — 6th svara of svara saptaka 

(heptad). 

Dhaivatantya (0<*dl-<^)— The raga that 
ascends upto Dhaivata only, but does not 
go towards tara-sthana (higher octave). 

Dhaivatadi belavala (^qciifc <^eiiq<n) — Name 
of a particular raga. 

DhaivatT (^cft) — Name of particular jati. 
Name of particular raga. [See : Jati] 

DhaivatT Kapala (^fift ^rqief) — A type of 
particular Kapala giti, an ancient style. 
[See : Giti] 

Dhodiya mallara (qtfspn McrlH) — Name of a 

particular raga. 
Dhauta-partcama (*fa h»^h) — Name of a 

particular raga. 
Dhruna (fT) — Dhvani (sound). 
Dhrupada (^T?)— [See : Dhruvapada] 
Dhruva 1 (^ 1) — Name of a particular 

Salaga-suda prabandha [See : Prabandha] 
Dhruva 2 (^ 2) — Name of a particular tala. 
Dhruva 3 (^ 3) — Name of a particular 

marga of tala. [See : Marga 2] 
Dhruva 4 (^ 4) — Name of a particular 

alahkara (ornamentation). 
Dhruva 5 (sp 5) — The Sanskrit version of 

the word 'dhuya'. [See : Dhuya] 
Dhruva 6 (?p 6) — A particular dhatu or tuk 

(lyrical stanza). 
Dhruvaka 1 (%^> 1) — 'Dhruva' dhatu 

(lyrical stanza). 
Dhruvaka 2 (|pnP 2) — 'Dhruva' prabandha, 

(of Salaga siida class) [See : Prabandha] 
Dhruva nrtya (H^F**) — A kind of 'DesT 

nrtya-prabandha, (dance composition). 
Dhruvapada (^.^T^) — Dhruvapada or 

Dhurpad. It is a version of 'Dhruva' 

prabandha of 'Salaga siida' class, which 



was evolved in 15th century and came to 
be known as 'Dhruvaka' or 'Dhruvapada'. 
Here 'pada' implies fabrication i.e. compo- 
sition of gana sahitya (lyric). In this 
meaning, the word 'pada' is seen used in 
abundance in the sphere of music, from 
this period, for example — Dhruvapada, 
Citrapada, Visnupada, Padavall, etc.. The 
term 'Dhruvapada' is being used from the 
beginning of 15th century onwards to 
mean the composition named Dhruva' 
prabandha. The language in which 
Dhruvapada or Dhurpad used to be 
composed was Sanskrit or its corruption. 
Its subject matter used to be stutigana (to 
sing in somebody's praise), Ilia varnana 
(describing ones amorous sports). The 
names of the 'nayaka' (hero) and lekhaka 
(writer/poet) used to be mentioned in the 
lyrical stanzas. There used to be normally 
four tuks or lyrical stanzas. 

This Dhruvapada or Dhurpad was trans- 
formed into Dhrupada under the influ- 
ence of Raja Man Singh Tomar of Gwalior. 

The specialities of Dhrupada are as 
follows: — 

1. Use of Gwaliori language and later, 
Gwaliori literature-based language. 

2. Use of 2 to 4 dhatus or tuks (stanzas). 

3. Use of contemporary 'DesT raga- 
raginls. 

4. Use of new versions of a few ancient 
talas. 

5. Establishing a trend of describing 
praises of the nayakas rather than 
flattery and introduction of sentiment 
of love rather than religious topics in 
the composition of the gita (song). 

6. Adopting a style that would go in 
accordance with the nature of the raga 
or sentiment expressed by the 
language of the composition. 

It is not known which person or 
persons introduced the word 'tuk' in 
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place of 'dhatu' and it is also not 
known till today under whose 
influence the tuks, 'Sthayi', 'Antara', 
'Sancari', and 'Abhoga', emerged in 
place of 'dhruva', 'melapaka', 'antara'; 
and abhoga'. But there is no doubt 
that, this change took place after the 
period of Raja Man Singh Tomar. The 
other changes that took place due to 
the influence of Raja Man, were : — 

1. Switch over from Gwaliori language 
to Brjabhasa. 

2. Introducing a tala named 'Prasiddha 
'Ekatali', from which evolved 
'Cautala'. 

3. Propagating a regional style of gita to 
a national Sastriya gita style. 

4. Introducing Gwaliori style in music 
and in that context propagating 
different bhahgis or banis or bans 
(styles) following ancient grama gitis 
[Suddha, Bhinna, GaudI, Besara, 
Sadharani, etc. gitis] [See : GIti] 

Application of mid, gamaka, etc. was 
dependant on 'bani' or ban' for the spread 
of Dhrupada. However, it is unknown, 
since when vistara of the type of Magadhi, 
Ardhamagadhi etc. gitis of ancient jati 
gana, came into use. 

Dhrupada may be sung in any raga but 
serious type of ragas are more suited and 
correct. But while using a particular bani, 
ragas of the same temperament and nature 
should be applied. In Dhrupada, talas that 
are used on mrdahga, that is, Pakhavaj, 
e.g. — Cautala, Tritala, Ada-cautala, Tivda, 
Sul-tala, Jhap-tala and many ancient talas, 
are applied. Language used in Dhrupada 
is 'Suddha-Brjabhasa' (pure Brjabhasa), fit 
for literature. 

The general norm is to use four tuks 
(stanzas) in Dhrupada, but there were 
Dhrupadas in vogue with two, three or 
five tuks and still is. Dhrupadas consisting 
of two tuks were called 'Hot' (frvksV). Its 
examples are 'Phulbandha' and 'Gulnaks'. 



It is desirable that there should be 'alapa' 
or 'alapti' (expansion) before the set song 
of dhrupada starts, but it is not a must. It 
is necessary to perform alapa only to 
express the image of a raga, devoid of 
vistara. 

Dhruvapada (^,^K1) — It is a particular 
literary folk-song of Mathura region. It is 
a particular Ksudra giti. [See : Ksudra- 
gita] 

Dhruvapada or Dhrupada-bhahga gana 

(^q^ -qr y^vffrn — A few songs of 
Khayal and Thumari were composed 
imitating the language of Dhrupada; these 
are called Dhrupada-bhahga gita. Apart 
from these, Sadarahg created Kalavanti 
Khayal, which was composed after 
imitating alapa of Dhrupada; its vilamvita 
form is also called Dhrupada-bhahga gana 
by many people. 

Dhruva-vlna (^ ^Nl) — During the era of 
Natyasastrakar Bharata (c. 200 B.C.), two 
types of vinas — Dhruva vlna and Cala- 
vina were used to demonstrate 22 srutis 
(microtones) under a saptaka (heptad). 
The strings of Dhruva vina were tuned on 
specific and firm svaras. On the other 
hand, the strings of Calavina were 
loosened by 1 £ruti fourtimes successively. 
Thus, through these four acts of sarana 
(shifting) it used to be explained how in 
each act of sarana how many srutis of 
calavina differed from the firm svaras of 
Dhruvavina. During later period, and also 
in the middle ages, the method of 
demonstrating srutis became prevalent 
through the use of Dhruvavina and 
Calavina with frets. 

Dhruva (*3^T) — A particular type of 
natya-gita (song of drama) of Marga 
or Gandharva. It used to be applied 
in a specific manner during every 
change of scene of a drama. As for tune 
for these Dhruva songs, the Bharata 
community applied 'jati' while the Narada 
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community used' grama-raga'. It used to be 
of 5 types, e.g. — 
(1) Utthapani, (2) Parivarta, (3) 
Apakrsta, (4) Addita, (5) Viksipta, or — 
(1) Pravesiki, (2) Aksepiki, (3) Prasadiki, 
(4) Antara, (5) Naiskramiki. [See : 
Marga, Gandharva, Jati, Grama raga] 
Dhvani («=rf%) — Sound from the throat; Sur 
(tune) from instruments. Due to 
sthanabheda, i.e., due to change in octaves 
different forms of sound emerge. 
Dhvanikosa (^fa+ln) — The khol or tumba 

(drum/ belly) of vina. 
Dhvanipattaka («^TTpP) — Patri (finger 

board) of vina vadya (instrument). 
Dhvanivikara (^^rPrf^TR) — Kaku. [See : 
Kaku] 

Dhvanividha (K^ftfgEf)— Different types of 
svaras taken out from throat, different 
voice modulation. 

Dhvanimala (^fHMMI) — Vina, Benu. Kahala 
(instruments). 

Dhvanisthana (*3f=TC*TR) — Vocal cord. 

Na Or) 

Naobat f^J) — In Arabic term, it is "naubat", 
which means specific time or special 
occasion. A particular type of orchestra, 
changed during Muslim era. The 
instruments used in a naobat were — 4 nos 
nakkara, 2 no. kada, 1 no. tikara, 
1 no. ranasrhga, 2. no. karatala, 2 no.s sanai 
(sehnai), 2 no.s nai, 2 no.s algoja, 
1 no. rausan cawkT, 2 no. kalam and 1 no. 
flute. 

Naoba (^ftr) — Arabic music of the highest 
order. 

Naorang (^TT) — A new kind of presentat- 
ion. Beautiful. [See : Navarahga] 

Naoras, Nava rasa (^Ittt, T3TH) — A 
Hindusthani raga. 

NaorasI Kanara (iiW*fl <wui) — A variety of 
Kanara raga. 



Naoroj (-il<l*i) — Name of a particular raga. 

Karnataka name is Navarocika. 
Naohar ban! ^pft) — A particular style 

of singing of Dhrupada, in which 

application of leap or run of svaras are 

applied more. Nauhar ban!. 
Nakta (T^T) — Name of a particular tala. 
Nakta, Nakta (=^1, ^fTZT)— A particular 

type of HLidi folk song. 
Naksatra (/TSTW) — Name of a particular tala. 
Nagma (^TTpT) — The term Nagma is Arabic, 

means song; very sweet voice. 
Nakha (TO) — Finger or finger caps to play 

string instruments. 
Na-gana OT-TT) — [See : Gana] 
Nagar-KIrtana (W-^tcfa) — Nagar-Sarhkit- 

ana; to roam around the streets (of a town/ 

village) in a procession, singing klrtana in 

a chorus. 

Nafa 1 (TC 1 ) — Name of a particular raga. 
Name of a particular tala. 

Nata 2 (TC 2 ) — Dancer; actor; actress; expert 
in four kinds of acting and knowledgeable 
in many languages. 

Nata-yukta raga-nama (TC ~$%\ Wl-'W) — 
Names of ragas with prefix Nata- 
Natakall, Nata-kamoda, Nata-kanara, 
Nata-kinhar, Nata-kedar, Nata-kurahjl, 
Nata-gandhara, Nata-gauda, Nata-chaya, 
Nata-todI, Nata-narayana, Nata-narayani, 
Nata-pancama, Nata-belavala, Nata- 
bihaga, Nata-bairati, Nata-bhairavi, Nata- 
bhairava, Nata-manjarl, Nata-mallara, 
Nata-sahkara, Natabharana, etc.. 

Nata-bhairavi mela (Hi^cfl ^el) — One of 
the 72 Karnataka melas. No. 10 mela. [See : 
Mela] 

Natana (^T) — Nartana (dancing). 
Natta C^)— 'Nata' raga. 
Nanda 1 pT^ 1 ) — Name of a particular raga. 
Nanda 2 (T^ 2) — A particular type of 
ancient alahkara (ornamentation). 
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Nandana 1 (^F^T 1 ) — Name of a particular 

raga. Name of a particular tala. 
Nandana 2 (/F^T 2 ) — An ancient alarikara 

which is analogous to the pattern — 

SRiGM SRi SRiGM. 
NandayantI (i-^-rf)) — Name of an ancient 

vikrta 'jati'. 
Nanda (^1) — Prathama (first) murcchana 

of ancient Gandhara grama (particular 

musical scale). [See : Murcchana] 
Nandin plPfT) — Gopi yantra. [See : Vadya] 
Nandl-cindu 0F^T-f^3) — A particular type 

of folk music of South India. 
Naba-tala (i««iici) — Name of a particular 

tala. 

Nava-nata (/ra-TC) — Nine varieties of Nata- 
raga, which were prevalent in the middle- 
ages, e.g. — Ahlr-nata, Kadamba-nata, 
Kalyana-nata, Kamoda-nata, Kedara-nata, 
Chaya-nata, Brhannata; Mallara-nata and 
Hamblra-nata. 

Nava-vidha raga C 1 ^^^ TPT) — Due to 
different murcchanas, the following nine 
types of ragas are formulated — Sam- 
purna, Sadava, Auduva, Sampurna- 
sadava, Sampiirna-auduva, Sadava- 
sampurna, Sadava-auduva, Auduva- 
sampurna, Auduva-sadava, [See : 
Murcchana] 

Nava-yukta raga-nama (He|<J<W TFT-TW) — 
Names of ragas with prefix Nava — Nava- 
manjari, Nava-ranjinI, Nava-latika, Nava- 
sakh. 

Navaranga, Naorahg (^T -7 T, ^ftTI) — A 
particular style of song, practised during 
the middle ages, [see : Glti riti for 
Naorahg] 

NabatkhanI yukta raga nama (iqirenPi 'g^T 
TFT HTR) — Names of ragas with prefix 
Nabatkhani — ^Nabatkhani-kanara, Nabat- 
khani-todl, Nabatkhani-bhairava, Nabat- 
khani-mallara. 

Namaskifa, Namaskari bol (HHWiK, HMWiKl 



— A part of Kathak-nrtta, a classical 
style of dance, which is like puspanjali, 
(offering of flowers) in its spirit and action. 

Naya-raga (TT TFT) — Rakti raga. Raga, that 
is amorous and pleasing. 

Nartaka (^fcfar) — A person who is proficient 
in classical dance. 

Nartana (^Tcfa) — Specialities of body 
movements exhibited by dancers which 
are pleasant to the audience. A combinat- 
ion of Nrtta, Nrtya and Natya (body 
gestures, dance with emotional gesture 
and acting). Some experts of later period 
maintain, nartana is a combination of 
natya-nrtta-nrtya-tandava-lasya-visama- 
vikata-laghu peranl and gaundli. [See : 
Nrtya]. 

Nartana prabandha (Tcfa ^F«0 — (a) In 
ancient times, dancing styles consisted of 
(1) Gltasrita nartana, (2) Gita-prabandha 
nartana, (3) Abhinaya nartana, (4) Vadya- 
prabandha nartana, (5) Lasyahgadi 
nartana. 

(b) In present times, the styles are — 
(1) Bharatanatyam, (2) Kathakall, (3) 
Kathak, (4) Manipuri, (5) Rablndra- 
nrtya, etc. desi nartana (dancing). 
Nartana- 6 an ra (^R 7Fk) — The parts of 
body that are used during nartana 
(dancing), e.g. — ahga (limbs), pratyahga 
(minor limbs), upahga (subordinate 
limbs). 

Afiga : — Head, hands, chest, hip (waist) and 
feet. According to some, shoulders should 
also be included. 

Pratyahga : — Neck, arms, back, belly, thigh, 
shank. Some opine that wrist, knees and 
ornaments should also be counted among 
these. 

Upahga : — Eyes, brows, eyelids, pupils, 
cheeks, nose, breath, lips, teeth, tongue, 
chin, face/mouth. According to some, — 
brows, eyes, nose, cheeks, lips and chin. 

Anga-pratyaftga-uparigantara sarlra (3FT- 
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^Tn-JMi'lWI ?Kh:) — Other parts of body 
apart from ariga-pratyanga-upariga, are : 
lower portion of heels, ankle, fingers, toes, 
palms, soles of the feet, facial expression 
of rasa, hand movements. 

Narendra Sekhara ?ftsR) — Name of a 
particular tala. 

Naltaranga (ickk^ ) — An instrument 
similar to Punji class of Karnataka 
instrument. A wind instrument with 19 
pipes. 

Nasta — The Kutatana or tala which has 
a specific number but its form has to be 
determined. 

Nasbug — An instrument similar to 

bagpipe. 

Nassakh (i*t*u<a) — Name of a particular 

raga which is less prevalent. 
Nahabat CTC^) — Naobat. [See : Naobat] 
Nakadci, Nakkarci (Hl*!^, H*t>Kfa )— The 

nakkara player. 
Nakada(n*isi) — In Persian terminology, it 

is 'nakkar', in Arabic it is 'Nakkara'. It is 

an instrument of dhol ( a type of drum) 

class. Khordak. [See : Vadya] 
Nagda (ii'isi) — Nakkara. A membrano- 

phone instrument made of clay or wood, 

suitable for naobat. 
Naga yukta raga nama (n'i^<w jp] — 

Names of ragas with prefix Naga — Naga- 

kalyana, Naga-gandhara, Naga-dahana, 

Nagadvani, Naga-nada, Naga-paficama 

Nagavati, Naga-baradi, Naga-belavala, 

Naga-ranjinl, Naga-svaravall, Nagesvari. 
Naga-pancaka CTFN3^)_[s e : Tana]. 
Naga-pasa (^TTIMIVl)— An alahkara 

(ornamentation) having the form like SRi 

GMGRi SRiGM. 
Naga-bandha (^T'R^ki) — Hastapata; 

Syllables of mrdahga [See : Vadya] etc.. 
Naginl Khelar gana (iiPiil ikwi W\) — 

Chorus song sung by ladies of Bengal to 

worship snakes. 



Nac (=Tra) — Nartana, (dancing). 

Nacadi (imifs) — Corruption of the word 

lacadi. Songs composed in nacuni chanda 

(rhythm) (chanda fit for dance). 
Nacadi-gurjarl (HNirs-fpftf)— Lacadi- 

gurjari. Name of a particular raga. 
Nacadi-todi (ii-qiPs-'StT^) — Lacadi-todi. 

Name of a particular raga. 
Nat 1 (=nz 1 ) — Name of a particular raga. 
Na| 2 (TO 2)— Natta; Natoa. Nrtya. 

(dancing) 

Nataka (TTE^) — Audible literature and 
scenes suitable for acting, which are for 
all classes of people. Conversation in 
nataka may be performed both in prose 
or poetry form. (The definition of ancient 
nataka of Gandharva era has been given 
by Bharata as — 'it is called nataka, when 
subject matter is taken from happiness and 
sorrows of the kings' lives and are suitable 
for acting with varieties of sentiments and 
emotions'). 

Nataka prakara (Hli+ y+K) — Natya-grantha 
(book of drama) used to be considered as 
'riipaka'. Rupaka or rupa (form) are of 10 
types, hence nataka also are of 10 types. 
The 10 different bhedas or divisions of 
rupaka or natya-grantha are: nataka, 
prakarana, bhana, prahasana, dim, 
vyayoga, samavakara, bithi, ahka and 
Ihamrga. These bhedas depend on the 
subject of acting, actors and sentiments of 
the nataka. 

Nataka — Its subject is famous [i.e. worth 
hearing, like stories from Ramayana, 
Mahabharata]. In this, happiness and 
sorrows of kings are described. These have 
5 to 10 acts and consist of many sentiments 
and emotions. 

Prakarana — Its subject matter is derived from 
the imagination of the dramatist or of the 
poet. Its hero is a non-Aryan person. It 
would have descriptions of activities of 
Brahmins, priests, courtiers, ministers, 



166 



Sangiti Sabda Kosa 



traders etc.. Acts and sentiments are 
according to the drama. 

Anka — Its subject matter may be either 
famous or not-famous. In this, there would 
be description of battles, beatings and 
lamentations of women. 

Vyayoga — In this, there would be the 
description of happenings on any one day. 
The hero would be some famous man. The 
subject matter would be byayoga — fight, 
outrage etc.. It would consist of one act 
only and the number of female characters 
would be less. 

Bhana — A play consisting of one character. 
It has two types of subject matter — (a) to 
express one's own experience and (b) to 
express someone else's experience. Acting 
with statements of Akasa-purusa or 
imaginary persons and with body 
gestures. It has one act; and there is a 
cunning and mean character in it. 

Samavakara — Its subject matter is based on 
gods and demons. There would be three 
acts in this play. Time limit would be 
about 18 nadika or 24 minutes. 

Bltht — This is also an one-act play. All the 
sentiments of a drama have to be applied 
in this. Number of actors be one or two. 
The characters of Bithl would be two types 
according to good and bad. In this there 
are 13 ahgas named udghatya, avalargita, 
etc.. 

Prahasana — Prahasana (satire) is of two 
kinds — Buddha and Sahkirna. The themes 
that come under Suddha prahasana 
(comical episodes) are — Bhagavat (divi- 
nity), Tapasa (ascetic), Bhiksu (mendi- 
cant), Srotriya (priest), Brahmana and 
others; jokes and conversation of low class 
people; chaste language and custom; 
particular comical lines full of ridicule. 
Themes under Sahkirna prahasana are — 
Vesya (prostitute), cet (dasa) (slave), 
napurhsaka (eunuch), dhurta-bit (cunning 
& mean) bandhaki (raksita) (concubine) 
and their open activities and dresses. The 



subject matter of Prahasana consists of 
those events that are reproachable and 
arrogant. There would also be quarrel 
between the cunning and lascivious. 

Dim — Its subject matter is something very 
prevalent. Its hero would be a famous 
person. This would have 16 heroes. Its 
element is sattvati (woulderful) and 
arbhati (violent). Excepting srhgara (love, 
amorous passion) and hasya (comic 
sentiment) rasa, the remaining six rasas 
or sentiments should be applied. 

lhamrga — Like byayoga, male, element and 
sentiment are applicable in this. Its male 
and female characters would be divine 
personalities. [See : Rupaka, Uparupaka] 

Natika 1 OflfePT 1 )— Name of a particular 
raga. ^ 

Natika 2 (Hlfi+I 2) — Comparitively short 
play with 4 acts. According to ancient 
opinion, its hero should be a king and it 
should deal with royal harem and subjects 
associated with music. 

Natua OTlgsn) — A type of rural play. Nata, 
actor. 

Natoya (/TTZhlT) — Artiste taking part in 
specific rural music. [Corruption of natua] 

Natya (HP5J) — The subject that is to be 
enacted. Enacting the meaning of the 
wordings of nataka (drama), its elements, 
acting, sentiments and emotions through 
dance. Dance performed with ahgika, 
vacika, aharya and satvika acting. Nataka 
(drama). [See : respective terms] 

Natya-ahka (tffZH 3Tf; ) — Natya-sandhi, 
which earlier consisted of 5 divisions, 
e.g. — (1) Mukha, (2) Pratimukha, 
(3) Garbha, (4) Vimarsa, (5) Nirvahana 

Natya-kutapa (^l ^TT) — [See : Kutapa] 

Natya-dharmI *Rf ) — Particular rules 
of abhinaya (acting), which affects natural 
changes or alterations in accordance with 
the drama. 
It is of two types or varieties — 
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(1) Expressing ceremonial beauty by 
adopting 'KaiSikT vrtti [See : Vrtti], and 

(2) expressing ceremonial beauty, 
showing only a particular portion, by 
abestita-udvestita-vyavartita-pariva- 
rtita 'Karana' [See : Karana 5]. 

Natya-prakara (/near — [See : Nataka- 
prakara] 

In modern time it is reckoned that natyas 
are of three varieites, e.g. — 

(1) General nataka, which is samlapa- 
dharmi, i.e. conversation oriented. 

(2) Gita-dharmi or gltinatya (opera), in 
which though there is abundace of 
dance and instrumental music, the main 
focus is on songs, and the conversations 
are also done in tune. 

(3) Nrtya-dharmI or nrtyanatya (ballet), 
in which though there is ample 
application of song and instrumental 
music, the main importance is of dance, 
i.e. the main acting is done through 
dancing. 

Nadi 1 (/HPSt 1 )— These are 22 number each, 
of very fine and vigorous nerves situated 
at an angle at chest, throat and head, a 
total of 66, which are in the body, and were 
mentioned in the ancient Sastras as the 
parent of Sariraja svara (svaras produced 
in the body) or very fine nada (sound), or 
3ruti (micro tones) included in the vocal 
tones. 

Nadi 2 (/lift 2) — Ancient Benu (flute) type 
of instrument. 

Nat, Natia (^n^, uRi^i) — Lyrics expressing 
praise of Pir (muslim saint). Arabic 
terminology is 'naat', which means lyric 
or gita composed in praise of Prophet 
Muhammad. 

Nada (^) — The source of language and 
music. Eternal word or sound. Sound 
created in the body. Vibration creating 
waves in an elastic object. 

Nada prakara (^K 3^>R) — Varieties of Nada 
(sound). Firstly — Nadas (sound) are of 2 



types, e.g. — (1) Anahata nada and 

(2) Ahata nada. Anahata nada is suitable 
to be heard by nada-yogis (seers or sages) 
and it is not produced by any stroke or 
blow. When yogis reach a certain stage of 
mental state, it is said that they can hear 
a-u-m (^) or 6nkara-dhvani repeatedly. 
This is called Anahata-nada. The rest of 
the sounds that are audible are Ahata- 
nada. 

Secondly, nadas are of 5 types, e.g. — (1) Ati 
suksma (very fine), (2) Suksma (fine), 

(3) Pusta (nourished), (4) Apusta (not 
nourished), (5) Krtrima (artificial). 

These originate from nabhi (navel), hrdaya 
(heart), kantha (throat), sira (head) and 
mukha (mouth) respectively. 

Thirdly, six types of nadas, e.g. — 
(1) Anahata and included under Ahata 
nada, are (2) nakhaja, (3) vayuja, 

(4) carmaja, (5) lohaja and (6) sariraja. 
From (2) to (6) nadas are : Nakhaja Nada 
produced by striking on the vina strings 
by nails. Carmaja-nada is produced by 
susira vadya (aerophones). Lohaja-nada 
produced by metalic instruments [lohaja 
meaning metal in ancient term, (idiopho- 
nes)] and Sarlraja-nada emanates from 
human throat. 

Fourthly, 10 types of nadas, e.g. — 
(1) Cinl (used to or known), (2) Cihcini (not 
very clear or slight), (3) ghanta (gongs, 
bells), (4) Sahkha (conch shells), (5) Tantri 
{strings), (6) Tala (idiophone made of 
wood etc.), (7) Venu (flute), (8) Mrdahga, 
(9) Bheri and (10) Megha. [See: Vadya] 

Nadamaya-rupa (HKH^ ^T) — The form of 
the raga with specific svaras and indis- 
pensible alahkaras (ornamentations). 

Nada laksana (HR — The qualities or 
characteristics of nada are normally three, 
eg — 

(1) Creating waves, which have definite 
frequency. 

(2) Vyapti (pervading, penetration); due 
to which sharpness of nada can be felt. 
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(3) Upasvanata (overtones); due to which 
the quality and nature of nada maybe 
understood, [see : Sahglta O nada] 

Nada-ramkali (TO TR^eft)— Name of a 
particular raga. 

NadT(^t)— [See:Nadi2] 

Nandakhya (fRIW)— Name of a particular 
Buddha tana of auduva class (pentatonic 
svara arrangement). 

Nandl 1 (TRt 1 ) — Name of a particular s"ruti 
(microtone). 

Nandl 2 (/fl^t 2 ) — Stuti gana, (song in praise 
or prayer) applied before the starting of 
ancient natyas (dramas). 

Nafari, Nafari praft, HTOft)— In Arabic, it 
is "Nafir", which means an instrument, like 
Singa (horn) made of brass. 

Nama KIrtana (jm ^flcfa)— Song with the 
utterances of the name of S?rikrsna. The 
first stage of Bengal's KIrtana songs 
propagated by Sricaitanya. KIrtana means 
songs in praise of the Lord, eulogy. From 
ancient times KIrtana means song. The 
name KIrtana is prevalent under different 
meanings in different parts of India, e.g. — 

(1) In north-western region, KIrtana is 
devotional Dhrupada style of songs. 

(2) In Maharashtra, KIrtana is 'bhajana' 
(devotional) type of songs. 

(3) In Karnataka, 'KIrtanam' is Bhajana 
type of simple, devotional songs, 
adorned with dhatus (lyrical stanzas) 
like pallavl, anupallavl, caranam etc. 

(4) In Bengal, KIrtana means a song rich 
in Vaisnava padas (lyrical composition 
about Lord Krsna), consisting of special 
ragas-talas and a mixture of popular 
and classical styles. [See : KIrtana] 

KIrtana of Bengal is of three varieties — 
(a) Nama-klrtana, (b) Rasa-klrtana, 
(c) Llla-klrtana. Many scholars do not 
agree on difference in Rasa and Llla- 
Klrtana. 

(a) Nama-klrtana — Songs with names of 
Srlkrsna. It is called nama-gana and 



namavall in other places. Nrtta (dance) 
is performed with this song. In the 
astapraharl (that continues for 8 
praharas, a prahara is about three hours 
each) nama-klrtana, different ragas 
suitable for each prahara, are intro- 
duced. In utterances consisting of names 
constituted of 32 letters, use of ragas are 
observed more. 
Exactly this type of utterences of names are 

not heard anywhere else. 
The other name of nama-klrtana is 'nama- 
sahklrtana. Its one variety is "nagara- 
sahklrtana", in which klrtana is sung in 
chorus by people moving in procession, 
through the streets of town/villages. 

(b) Rasa-Kirtana — 64 kinds of rasas or 
sentiments are introduced in this klrtana. 
Vaisnava literature has become rich being 
composed in the context of sixtyfour rasas, 
in different chapters of Brndavana-llla. 
Rasaklrtana performed from different 
chapters, consists of the same rasa; or 
sometimes two or three rasas are 
combined. If a full length glta-sahitya 
(literature consisting of songs) is 
formulated with songs of same sentiments 
from different parts, then "Pala-klrtana" 
is created. 

(c) Lila-klrtana — The Hlas (amorous sports of 
the Lord) from the same chapter when 
sung, are called Llla-klrtana, or Lila songs 
of the same nature are called Llla-klrtana. 
Pala-klrtana is formulated by assemblance 
together of different padas (lyrical 
composition) of Lila. 

When Rasa-klrtana or Llla-klrtana is sung 
by stringing padas together composed by 
different Pada-kartas (poet-composers), it 
is called "Padavall-klrtana". The rules of 
singing these klrtanas in modern times are 
as follows — 

First — starting with hatuti (hatati) along 
with apattan. 

Second — Gauracandrika, along with 
apattan or surmela. 
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Third — Jhumra (Jhumur) and Matan; 
Fourth — Gach or Mulgana (main song) 
with akhar, katan, and par-katan, that is, 
different branches or parts. 
Fifth — Milan or Jhumra (Jhumur); and 
Sixth — Nama-sahklrtana. [See : The 
respective terms] 
Different varieties of Rasa-klrtana or Lita- 
klrtana — 

(1) Caderhati or Garanhati : Dhrupada style 
of Kirtana propagated by Srila Narottam 
Datta Thakur, first announced in Kheturi 
celebrations of Gaderhati pargana 
(division). 

(2) Manoharsahl — Kirtana propagated by 
isrlnivasa Acarya of Manoharsahl 
pargana, in which while there is a part of 
Manoharsahl folk music, there is also 
application of alahkaras (ornamentations) 
etc. of classical music in plenty. 

(3) Reneti — Kirtana propagated by Acarya 
Syamananda of Ranlhati pargana, in 
which restlessness of tune is observed. 

(4) Mandarini — A variety created by 
following or imitating Mahgala Kavya of 
Sarkar Mandaran region. 

(5) Jhadkhandi — Kirtana created by following 
similar tune of Jhumur. This Jhumur is the 
folk music of Radh area. [The second part 
of the yatra type of folk music of the Orao 
tribe that is full of dance is also called 
Kirtana. But this has no relation with the 
varieties of Kirtana mentioned earlier.] 
In the modern days, some other styles of 
music are linked with the word Kirtana, 
e.g. — Kall-klrtana, Dhap-klrtana, etc.. 
These are not actually Kirtana in real 
sense. In the modern days one observes 
use of Kirtana in match making which is 
against principles. 

Nama-gana, namagostha (WTR, HIH'ilW)— 
It is more or less an ancient variety of 
nama-klrtana, indication of which is 
available in Puranas. Utterance of nama 
(name). Later on, nama-gana is observed 
as synonym to folk music, when its 4 tuks 



(stanzas) — mohra, cada, khad and cada 
were born. It is quite clear from the names 
of the tuks that these are modern 
evolutions. The palas of this style are 
similar to Kirtana composed on small talas 
and these are completed in a short time. 
The song concludes after going round the 
village. If mohra starts in one house, the 
rest of the tuks are completed in another 
house. The subject matter of this is Krsna- 
llla (sports of Krsna) as depicted in 
Bhagavat. 

Namaksara (=lM8iR)— The syllables of the 
talas of ancient Gandharvatala or 
Margatala were called namaksara. As per 
short and long utterances, those syllables 
used to construct talas by composing tala- 
matras like laghu-guru etc.. This used to 
be called yathaksara tala and all its matras 
(beats) together used to create a 'Kala'. Its 
name used to be 'Ekakala'. [See : Kala and 
other terms] 

Nama-svara (•TTRT-'^T) — The svara name 
from which ancient 'Jati' used to be 
constructed (nama meaning name), e.g. — 
sadajl from sadja svara. 
Arsabhl from Rsabha svara. 
Gandhari from Gandhara svara etc.. 

Here the nama-svara of Sadajl will be Sadja, 
nama-svara of Arsabhl will be Rsabha and 
so on 

Namita (HlfHd) — Name of a particular 
gamaka (embellishment). 

Nayaka 1 (HI4+) — The knowledgeable 
musician who is an expert in both marga 
and desT, type of music. One, who can 
teach music, dance and instruments well. 
One, who can judge all good qualities and 
bad. One, who can understand others' 
intentions. One, who is compassionate, 
charitable, saviour and is adorned with all 
good qualities. [See : Marga, DesT] 

Nayaka 2 0=TFT3) 2) — The main actor of a 
drama. 

Nayaka-bheda (WF ^)— In dramas of 
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ancient Gandharva-era, four different 
types of nayakas (actor) have been 
envisaged e.g. — (1) Dhiroddhata, 

(2) Dhlralalita, (3) Dhirodatta and 

(4) Dhlraprasanta. 

If the hero of the nataka is a god, then it is 
dhiroddhata, if the hero is a king, then 
dhlralalita, if the hero is a commander-in- 
chief or minister, it is dhirodatta, and if a 
person is from Brahmin or a Vaisya caste, 
then it is dhlraprasanta. 

Three types of nayaka are prescribed in 
dance, e.g. — 'Pati', 'Upapati and 'Vaisika'. 
Again, 'Pati' is of five types, e.g. — 
Anukula, Daksina Dhrsta, Satha, 
Anabhijfia. Upapati is of two types — 
Vacana-catura and Kriya-catura. Vaisika 
is also of two types — Man! and Bhosita. 

Nayaki 1 1 ) — The main string of a 

string instrument, on which most of the 
work of playing the tune is done. 

Nayaki 2 2) — Genuine training in 

music received from the true lineage of 
guru. 

Nayaki 3 (ii«4<*>) 3 ) — Name of a particular 
raga of Karnataka system. 

Nayaki 4 (ii-Wl 4) — Name of a particular 
raga created by Nayaka Bakhsu. 

Nayaki yukta raga nama TFT 
TPT) — Names of ragas with prefix 
Nayaki — Nayaki-kanara, Nayakikaly- 
ana, Nayaki-mallara, etc. 

Nayika (iifa«w) — The main female character 
of a drama. A leading female actress who 
is attributed with amorous passion. 

Nayika-bheda (HlfacM ^)— There are 
descriptions of 8 types of nayikas, e.g. — 
(1) Basakasajjita, (2) Virahotkanthita, 

(3) Svadhlnabhartrka, (4) Kalahantarita, 

(5) Khandita, (6) Vipralabdha, (7) Prosita- 
bhartrka, (8) Abhisarika. 

(1) Basakasajjita — Lady, all dressed up 
waiting for her nayaka (hero). 

(2) Virahotkanthita — Eager, but due to 
some reasons unable to meet/unite. 



(3) Svadhlnabhartrka — She, by whose side 
the nayaka stays, having been subdued by 
her. 

(4) Kalahantarita — Repentant lady, unable 
to unite after quarrel. 

(5) Khandita — Sorrowful lady, unable to 
unite due to the arrival of the lover. 

(6) Vipraladha — Disappointed nayika, 
when she does not find her nayaka at the 
appointed place. 

(7) Prositabhartrka — Nayika, whose 
nayaka has gone abroad and made her 
unhappy. 

(8) Abhisarika — Lady, who has shed her 
modesty and gone out in search of her 
lover to unite with him. 

Narata (=TRTZ) — A particular quality of voice; 
a variety of sound. Deep/solemn voice 
born out of bile that reaches three sthanas 
(octaves). 

N .i ray ana (ikn u i) — Name of a particular 
tala. 

Narayana-gaund (HKW u l- 7 ft"5) — Name of a 

particular raga. 
NarayanI (iKi*i u il) — Name of a particular 

raga- 

NarayanI yukta raga-nama (HRRPJft TIT 
^TTR) — Name of ragas with prefix 
NarayanI — Narayanl-kanara, Narayanl- 
bibhas, Narayani-mallara. etc.. 

Nari rltigaul (•TTTT OTd'ftd) — Raga Nata- 
bhairavl. 20th mela of Karnataka Sahglta. 

Ni (ft) — Abbreviated name of Nisada. 

Nikkana (fH^I)— Sound of vlna type of 
instruments. 

Nikas 1 (ft=»T0 1 ) — The last portion of uthan 
of tabla playing. [See : Uthan] 

Nikas 2 (FTOTO 2)— The 'tatkara' that is 
applied at the end portion of 'Bhao' of 
Kathak-nrtta. Foot work that denotes the 
end of nrtta (dance). [See : Tatkara] 

[The common meaning of nikas is, 'to bring 
out the meaning', 'to make something full 
blown', 'accounting', 'boundary', 'birth', 
etc.] 
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Nikhadja (fra^TT)— Without sadja; the 

gana (song) or gat, in which sadja is kept 

hidden or abandoned. 
Nikhadja-kanara (Pnas^i 3>HTT) — Name of 

a particular raga. 
Nikhada (Pi<ai<;) — Prevalent pronunciat-ion 

of nisada svara. 
Nikhadi (Pnai^) — Name of a particular 

raga. 

Nigraha 1 (PTOF)— The style of ancient svara 
vistara (expansion) or tana. During 
vistara, to skip the next svara. Modern 
'dat'. [See : Dat] 

Nigraha 2 (fTUF) — Action of hand in 
Gandharva tala. [See : Tala-kriya] 

Nijata (ffSRn)— [See : Gamaka] 

Nidhana (ft*FT) — The last khanda or portion 
of ancient Vedic Sama gana. 

Nibaddha (Pi««.s) — A preplanned composi- 
tion consisting of dhatu (lyrical stanza) 
and ahga (elements of raga). Bound by 
Niyata (restricted) aksara, chanda, yati 
and tala. Nibaddha gita used to be of three 
varieties in the middle ages — prabandha, 
vastu and riipaka. In another opinion, five 
varieties, e.g. — rupa, rupaka, prabandha, 
vastu and geya. [See : respective terms] 

Nibandha (ft^*0 — Gita. Composition. 
Written discussion. 

Nimesa (ft^)— 8 kastha or 1/8 kala 
measure of time. [See : Kala 1] 

Niyamita svara (Piqfnaw) — Application of 
svaras as per Sastras, in ragas. 

Nirarthaka (Pu«fa) — A composition with 
meaningless words. [See : Sarthaka] 

Nirousthaka (PiO«u*) — The song in which 
no labial letters have been used. 

Nirgita (Pi'iTa) — Instrumental music. Dry 
instrumental music. Solo instrumental 
playing. 

Nirdosa (farT 5 !) — Faultless music 

performance. [See : Alahkara] 
Niryukta (f^^T)— The 'gita prabandha' 



(song composition) which is bound by 
specific rules of chanda, tala, matra and 
dhatu. [See : respective terms] 
Nirarikara (Ph«*k) — Name of a particular 
raga. 

Nisada (I'RK) — The seventh note of the 
heptad. 

Nisada-grama (PnT^-TTR) — The proclaimed 
name of Gandhara-grama during modern 
times. 

Nisadantya (f'TCRRT) — The raga that does 
not go above Nikhad or Nisada svara (Ni), 
that is, does not accept any svara from 
tara-saptaka (higher octave). 

Niskala (Pi«*ei)— Without javari. [See : 
Javari] 

Niskarsa (ft^)— [See : Alahkara] 
Niskujita (Pi^d)— [See : Alahkara] 
Nisabara (fHUI«K) — Name of a particular 
raga. 

Nisasaga, Nisasakha (fHWrni'l, PwmiU)— 

Name of a particular raga. 
NistI (Pmal) — The piece of wood with pegs 

that is attached on the side of instruments 

like esraj etc. for attaching tarab 

(sympathetic) strings. 
Nihsabda kriya (ft:7I^ fsrqr) — [See : Tala] 
Nihsara (PT:^TR) — Hollow. Hollow sound. 

Particular fault in sound. 
Nihsaru (f%:TrT^) — Ancient Desi tala. A 

particular type of prabandha. 
Nihsaruka (f=T:^T?^)) — Nihsaru. 
NT (/ft) — Abbreviated pronunciation of 

Nisada (of one laghu matra). 'Ni'. 
NTca-svara (#3-^) — Anudatta svara of 

samagana. Downward movement of 

svaras. 

Nilambarl (Hldl^O)— Name of a particular 
raga. 

Nur-yukta raga-nama (^H^T TFT-HR) — 
Names of ragas with prefix Nur — Nur 
kalyana, Nurpuri, Nursararh. 
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Nrtta OJrT) — Dance exhibited with body 
movements. Dance without acting but 
with tala-laya and body movement. Nrtta 
may be divided into two types — tandava 
and lasya, or three varieties — visama, 
vikata and laghu. In nrtta, when 'Karana' 
and 'Ahgahara' are mixed with body 
movement, it is called 'Marga-nrtta. [See : 
Tandava, Lasya, Karana, Ahgahara] 

Nrtya OJcT) — Dance, expressing sentiments 
and emotions through acting with body 
movement; its other name is Marga. Nrtya 
has two varieties — tandava and lasya. 
[See : Tandava, Lasya] 

Nrtya tatha Nrtte Vyabharya ahgadi bheda 
OJctr, cT«CT -5% <*NSl4 3T^lfc ^)— Different 
limb,s used in Nrtya and Nrtta — (here 
Ahga meaning parts of the body or limbs) 

(a) Sirobheda — (Varieties in head 
movement, sira, meaning head) According 
to Bharata : (1) Dhuta, (2) Vidhuta, 
(3) Adhuta, (4) Avadhuta (5) Kampita, 

(6) Akampita, (7) Udvahita, (8) Parivahita, 

(9) Ancita, (10) Nihancita, (11) Paravrta, 
(12) Utksipta, (13) Adhogata, (14) Lolita. 
According to Nandikesvara : (1) Sama, 
(2) Udvahita, (3) Dhuta, (4) Adhomukha, 
(5) Alolita, (6) Kampita, (7) Paravrtta, 
(8) Utksipta, (9) Parivahita. 
According to others : (1) Natonnata, 
(2) Skandhanata, (3) Aratrika, (4) Sama, 
(5) Parsvabhimukha. 

(b) Hastabheda (^<n^)— (Varieties in hand 
movement) (Acting through hand — hasta, 
meaning hand) (Abhinaya Hasta 3Tf*HT 
¥*<T) According to Bharata : (1) Pataka, 
(2) Tripataka, (3) Ardhacandra, (4) 
Kartari-mukha, (5) Arala, (6) Sukatu-nda, 

(7) Musti, (8) Sikhara, (9) Kapittha, 

(10) Katakamukha, (11) Sucimukha, 
(12) Padmakosa, (13) Sarpasirsaka, 
(14) Kahgula, (15) Alapadma, (16) Catura, 
(17) Bhramara, (18) Mrgaslrsaka, 
(19) Harhsasya, (20) Harhsapaksa, 



(21) Sandarhsa, (22) Mukula, (23) Urnana- 
bha, (24) Tamracuda. 

[Asamyuta Hasta] According to Nandi- 
kesvara, extra asarhyukta abhinaya hasta 
(acting unconnected with hands) — 
(25) Trisula, (26) Mayura, (27) Ardha- 
patak, (28) Candrakala. 

Asarhyukta abhinaya-hasta according to 
another opinion — (29) Nikuhcaka. 

Samyukta abhinaya-hasta, according to 
Bharata : 

(1) Anjali, (2) Kapota, (3) Karkata, (4) Svas- 
tika, (5) Dola, (6) Karkata. vardhamana, 

(7) Utsahga, (8) Nisadha, (9) Puspaputa 

(10) Makara, (11) Gajadanta, (12) Abahi- 
ttha, (13) Vardhamana. 

Sarhyuta abhinaya-hasta according to 
Nandikesvara: 

(1) Anjali, (2) Kapota, (3) Karkata, (4) Svas- 
tika, (5) Dola, (6) Puspaputa, (7) Utsahga, 

(8) 6ivalihga, (9) Sakata, (10) Kakatavar- 
dhana, (11) Kartari-svastika, (12) Sahkha, 
(13) Cakra, (14) Samputa, (15) Pa^a, 
(16) Kllaka, (17) Matsya, (18) Kiirma, 

(19) Varaha, (20) Garuda, (21) Naga- 
bandhu, (22) Khuta, (23) Bherunda. 
Atirikta (extra) asamyuta hasta — 
(1) Dvisikhara. 

[Nrtta-ltasta] 
(1) Caturasra, (2) Udvrtta, (3) Talamukha, 
(4) Svastika, (5) Viprakirna, (6) Aralaka- 
takamukha, (7) Avidhavakra, (8) Suci- 
mukha, (9) Recita, (10) Ardharecita, 

(11) Nitamba, (12) Pallava, (13) Kesaban- 
dha, (14) Uttanavahcita, (15) Latakara, 
(16) Karihasta, (17) Paksavancita, 
(18) Paksapradyotaka, (19) Danda paksa, 

(20) Garurapaksaka, (21) Urdhamandall, 

(22) Parsva mandali, (23) Uromandali, 
(24) Urah parsvamandll, (25) Mustika- 
svastika, (26) Nalini-padmakosa, 
(27) Alapallava, (28) Ulban, (29) Lalita, 
(30) Valita. 

Aritikta (extra) nrtyahasta — (1) Varada- 
bhaya. 

(c) Baksa-bheda — (Baksa meaning chest) 
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According to Bharata: (1) Sama, (2) Abhu- 
gna, (3) Nirbhugna, (4) Prakampita, 
(5) Udvahita. 

(d) Pdrsva-bheda — (Parsva meaning side) 
(1) Nata, (2) Unnata, (3) Vivartita, 
(4) Apasrta, (5) Prasarita. 

(e) Kati-bheda (Kati meaning hip) — 

(1) Chinna, (2) Vivrtta, (3) Recita, 

(4) Kampita, (5) Udvahita. 

(f) Pada-bheda — (Pada meaning leg/foot) 
According to Bharata : (1) Udghatita, 

(2) Sama, (3) Ahcita, (4) Kuhcita, (5) Agra- 
tala-sahcara, (6) Sucl. 

Atirikta (extra) pada-bheda according to 
other opinion : 

(7) Tadita, (8) Ghatitot sedha, (9) Ghattita, 

(10) Mardita, (11) Agraga, (12) Parsniga, 

(13) Parsvaga. 

(g) Skandha-bheda — (Skandha meaning 
shoulder) (1) Ekocca, (2) Karnalagna, 

(3) Ucchrita, (4) Srasta, (5) Lolita. 

(h) Grwd-bheda — (Griva meaning neck) 
According to Nandikesvara : (1) Sundari, 
(2) Tirascina, (3) Parivartita, (4) Prakam- 
pita. 

In another opinion — 

(1) Sama, (2) Vivrtta, (3) Valita, (4) Recita, 

(5) Kuhcita, (6) Ahcita, (7) Tryasra, (8) 
Nata, (9) Unnata. 

(i) Vdhu-bheda (Vahu meaning arm) — 
According to Bharata : (1) Tiryaga, 

(2) Urdhagata, (3) Adhomukha, (4) Abid- 
dha, (5) Apabiddha, (6) Mandala, (7) Svas- 
tika, (8) Ahcita, (9) Kuncita, (10), Prstha. 
Atirikta (extra) vahu-bheda, in other 
opinion — 

(11) Prasarita, (12) Udvelita, (13) Namra, 

(14) Sarala, (15) Andolita, (16) Utsarita. 
(j) Prstha O fathara-bheda (Prstha mean-ing 

back, Jathara meaning belly) (1) Ksama, 
(2) Khalia, (3) Purna, (4) Rikta-purna. 

(k) Uru-bheda — (Uru, meaning thigh) 
According to Bharata : (1) Kampita, 
(2) Valita, (3) Stabdha, (4) Udbartita, 
(5) Nibartita. 

(1) ]ang)ia-bheda — (Jahgha meaning thigh/ 
shank) According to Bharata : (1) Avartita, 



(2) Nata, (3) Ksipta, (4) Udvahita, 

(5) Parivrtta. 

Atirikta (extra) jangha-bheda, in other 
opinion — 

(6) Nihsrta, (7) Paravrtta, (8) Tirascina, 
(9) Bahirgata, (10) Kampita. 

(m) Manibandha-bheda — (Manibandha, 
meaning wrist) (1) Nikunca, (2) Akuhcita, 

(3) Cala, (4) Bhramita, (5) Sama. 
(n) Janu-bheda — (Janu meaning knee) 

(1) Sarhhata, (2) Kuncita, (3) Nata, 

(4) Ardhakuhcita, (5) Unnata, (6) Vikrta, 

(7) Sama. 

(o) Drsti-bheda — (Drsti meaning eye /sight) 

(1) Kanda, (2) Hasya, (3) Karuna, 
(4) Raudri, (5) Vira, (6) Bhayanaka, (7) Vlb- 
hatsa, (8) Adbhuta, (9) S"unya, (10) Malina, 
(11) Bhranta, (12) Lajjita, (13) $ahkita, 
(14) Mukula, (15) Ardhamukula, (16) Gla- 
na, (17) Jiksa, (18) Kuncita, (19) Vitarkita, 
(20) Abhitapta, (21) Vitapta, (22) Lalita, 
(23) Akekara, (24) Visoka, (25) Vibhranta, 
(26) Vipluta, (27) Trasta, (28) Madira. 

(p) Darsana-bheda (Darsana meaning 
seeing) — According to Bharata : (1) Sama, 

(2) Sari, (3) Anuvrtta, (4) Alokita, (5) Vilo- 
kita, (6) Pralokita, (7) Ullokita, (8) Avalo- 
kita. 

According to Nandikesvara : (1) Sama, 

(2) Sari, (3) Alokita, (4) Pralokita, (5) 
Nimilita, (6) Ullokita, (7) Avalokita, (8) 
Anuvrtta, 

(q) Bhru-bhcda — (Bhru meaning eye-brow) 
(1) Sahaja, (2) Patita, (3) Utksipta, 
(4) Recita, (5) Nikuhcita, (6) Bhrukuti, 
(7) Catura. 

(r) Tamkd-bheda — (Taraka meaning pupil of 
the eye) (1) Bhramana, (2) Balana, (3) Pata, 
(4) Calana, (5) Pravesana, (6) Vivartana, 
(7) Samudvrtta, (8) Niskrama, (9) Prakrta. 

(s) Puta-bheda — (Puta meaning joining of the 
hands) (1) Prasrta, (2) Kuhcita, 

(3) Unmesita, (4) Nimesita, (5) Vivartita, 
(6) Sphurita, (7) Pihita, (8) Vicalita, 
(9) Sama. 

Nrtya tatha Nrtta Sambandhita cT«TT 
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W^^f) — Related to nrtya as well as 
nrtta — 

(1) Angahiira : Application of joyous body 
movement regulated by Karana and 
Recaka. 

(2) Karana : Gesture with hands and feet. 

(3) Carl : Varieties of gestures by one foot. 

(4) Vartana : The performance done by 
mixing two or three varieties of hand 
gestures. 

(5) Recaka : A particular gesture made of 
three separate gestures. 

(6) Sthanaka : A gesture of feet without their 
motion. 

Nrtyer prima Ojc^T W\) — Pranas (essential 
elements) of nrtya are ten, e.g. — Javatva, 
Sthirata, Rekha, Bhramari, Drsti, Asrama, 
Medha, Sraddha, Vacana, and Gita. 
[Mentioned by Abhinaya-darpana] 

Nrtyanatya (■jcmii^) — The drama in which 
the subject of acting is performed by dance 
(i.e. emotions are expressed by acting 
through body gestures of dancing). 
Though songs and instrumental music are 
applied in plenty, but that has to be 
nryanuga, which means, should follow the 
dance. 

Nrtyanuga (-jrqi^'i) — Gita (song) and vadya 

(instrumental music), that follow dance. 

(Accompanying instruments with nrtya.) 
Nrpamana (•JMHii) — Bhaktaturya; Ananda 

yantra, a kind of instrument, played 

during meal times. 
Nrpabhira, Nrpabhiru C=f?T*ftT, ^Mfc) — 

Nrpamana. [See : Nrpamana] 
Neck (&>) — English term; Ghadi of violin 

(neck of violin). 
Nefua ("%g3TT) — Natua. It is a folk drama in 

which there are dances, songs and 

conversation. 
Neto (^)— Netua. [See : Netua] 
Neteteri (^MfT) — A few syllables from 

alapa. A few syllables out of meaningless 

syllables used in alapa. 



Naibidya (3fasy) — A particular quality of 

flute playing. 
NaisadI (^Rt ) — [See : Jati] 
Naisadi kapala (^Kt<*Hicri) — [See : Kapala] 
Nyasa (^Tra) — End; Last; The svara on 

which a raga or gita (song) terminates. 

One of the 10 laksanas (characteristics) of 

jati or raga. 
Nyasa-tarahga C^^rra-cTT^) — A wind 

instrument of Kahala class, which used to 

be played by controlled breathing. 

Pafr) 

Pa (T) — Pancama svara. Pa/P [See : Pa] 

Pakad pttS) — Cluster of a few svaras to 
express a raga, or a svara arrangement 
with a few svaras, which gives an idea of 
the form or nature of a raga. 

Pakhavaj, Pakhavaj (MUlcM, MtelldN)— 
Pakhoaj. The other name of ancient 
membranophone insturment called 
'Hudukka' is 'Avaj'. This word most 
probably has given birth to the words avaj 
and auj. During Muslim era, just as words 
like avaj, skandhavaj, addavaj etc. are 
available, similarly, because of distortion 
in pronunciation, words like pakhauj, 
khandauj, pattauj are also found. During 
the middle ages (15th-16th century), 
probably, by imitating these, words like 
ardhavaj have come about. During the era 
of Bharatamuni, instruments like 
Mrdahga etc. used to be called puskara- 
vadya. In the colloquial language of the 
little educated Muslim musicians, the 
word pakhavaj perhaps evolved as- 
Pukhk-haravaj>pukhravaj>pakhavaj. 
[See : Vadya] 

Pa-gana pT-TT) — [See : Gana] 

Panca OT^) — Name of a tala, related to 
KIrtana. 

Panca yukta raga-nama (H*q^=w TP1 HFf) 
Names of ragas with prefix Panca — 
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Panca-kalyana, Panca-gara, Panca- 
narayana, Panca-bihaga, Panca-manjari. 
etc.. 

Pancaka (n-»q=h) — Kala (time) equal to five 
matras (beats). Five times of one 
laghumatra of tala. Grama (svaragrama- 
scale) or murcchana, constructed with five 
svaras. [See : Grama, Murcchana] 

Panca-gayana (s^mni) — Experts of music 
having five different natures; five different 
types of vocalists, e.g. : 

(1) Siksakara — One who is an expert in 
teaching music. 

(2) Anukara — One who is a Srutidhara (can 
pickup by listening once only) and with 
extraordinary intelligence, is able to 
imitate styles of others. 

(3) Rasika — One who gets delighted by 
listening to good music and songs, getting 
charged with sentiment. 

(4) Ranjaka — One who is able to entertain 
audience by singing. 

(5) Bhavuka— One who is able to entertain 
audience by instilling emotions in the 
song; one who can sing suited to the state 
of mind of the audience. 

Panca-nada (M^HK)— [See : Panca-sabdika] 

Pancama 1 (m^*h 1 ) — The name of the fifth 
svara (note) of the saptaka (heptad). Pa. 

Pancama 2 (m^h 2 ) — Name of a particular 
raga. Name of a particular tala. 

Pancama yukta raga-nama (h-^h *JqRT TFT 
HFT) — Name of ragas with the prefix 
Pancama — Pancama-bahar, Pancamabi- 
bhas, Pahcama-belavala, Pancama-basant, 
Pancama-bhairava, Pancama-sri, etc.. 

Pancama-veda (m^h #0 — Gandharva 
Veda. [Gandharva veda has been 
mentioned in Natyasastra, Naradiya Siksa 
and other ancient sastra-granthas 
(treatises). It is estimated that in 10-12th 
century B. C., a Sahgita-sastrl (music 
expert) of Gandharva clan had written this 
book. In actual fact, Pahcama-veda does 
not mean only Sastra-granthas (treatises) 



pertaining to gita-vadya-nrtya-natya 
(song-instruments*-dance-drama), it also 
means books on the subjects of medicine, 
chemistry, archery, weaponry, magic, etc.. 
But in the field of music, Pancama- Veda 
means books of musicology only. 

Partcama-murcchana (h*^m t^EtfrO — 
Pancama murcchana, of any tonic note, 
either in ascendance or descendance, 
e.g. — 5th murcchana of Sadjagrama 
(Matsari-krtra) and 5th murcchana of 
Sadjagrama (MargI). The form of 
murcchana in the first one will be : M,P,U 
Ni,S Ri G M and in the second one will be : 
NSRGMPDN. [See Murcchana, Grama] 

Pancamantya (H»-«iHi*r«0 — The raga, in 
which no svara (notes) above Pancama- 
svara (P) of udara or madhya-saptaka 
(middle heptad), is used. 

Partcami (h<«(h1) — Name of particular 'jati' 
of ancient Gandharva Sahglta. Name of 
particular raga. [See : Jati 4] 

Parkarm-kapala (ho^hI *hw) — Name of 
particular 'Kapalagiti' of ancient 
Gandharva era. [See : Glti-riti] 

Pancami todi (M*^h) Hl^t) — Name of a 
particular raga. 

Pancamukhl yukta raga nama (n^yol '5^T 
W\ TFT)— Names of ragas with prefix 
Pancamukhl — Pahcamukhl-kanara, 
Pancamukhl-bhairava, etc.. 

Pafkarahga (M-»^^ ) — It is a particular style 
of song in which syllables of dance are 
mixed with caturahga. [See : Caturahga, 
GIti-ritir Udaharana] 

Paftcangika vadya (4<Hir^+ ^T?I)— Atata, 
Vitata Atata-vitata, Ghana and Susira — 
these five types of instruments. [See : 
Vadya and the above mentioned terms] 

Pancalahkara (mo-ciici§;IO — The five 
particular alahkaras (ornamentations) 
mentioned in the book "Sahglta-parijata" 
written by Pt. Ahobala, e.g. — (1) Cakra- 
kara, (2) Java, (3) Sarikha, (4) Padmakara, 
(5) Varida. 
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Panjabi tala OTssjrat <TT?T) — A tala consisting 
of 16 matras. [See : Tala-o-rupa] 

Pata-tala (Wlcl)— Name of a kind of 
Hindusthani tala. 

Pata-yukta raga nama (72 TFT HPT) — 
Names of ragas with prefix Pata — Pata- 
todl, Pata-dlpa, Pata-dlpakl, Pata-bahar, 
Pata-bihaga, Pata-mahjari, etc.. 

Patak (T^) — A particular alahkara 
(ornamentation) which is executed with a 
slight touch. [See : Alahkara, Taner — 
Sanja, Sparsa] 

Patarl, Pattak (TSTt, "<Tp*>)— The wooden 
piece over the upper part of wooden 
hollow rod of a vlna. Finger board. 

Pataha (72?)— Jayadhak. A kind of drum of 
ancient anaddha vadya (membrano- 
phone) [See : Vadya] 

Patergana (m^'iii) — A particular type of 
folk song of Bengal. 

Padal (T5Tct) — Tala embelishment of 
pakhavaj playing. 

Pan ( T F J T) — Karnataka terminology of the 
word 'raga'. 

Panava (^nr^) — A variety of puskara class 
of instrument of ancient Gandharva era. 
[See : Vadya] 

Pandita fTT^cT) — Knowledgeable in $astras 
(theories). In the Middle ages, only those 
who were knowledgeable in Sahgita 
sastras (theories of music) were called 
pandita. In the Modern era, for some 
unknown reason, only the artistes having 
practical expertise are called pandita. In 
another opinion, those who are fully 
knowledgeable in both Sahgita-sastra and 
Sahglta-kala (art of music) are panditas. 
[See : Sahgltajha] 

Patak (TcTF^) — Particular type of mudra 
(Symbol made by fingers) of a dance. [See : 
Nrtya tatha nrtte vyavaharya ahgadi- 
bheda]. 

Pataka (hoi=m) — Particular type of hand 



action of ancient Desl-tala. [See : Tala o 
prana] 

Patita (Hpafli) — Particular type of hand 
action of ancient Desl-tala. [See : Tala o 
prana] 

Pattan (TO) — Mrdanga. [See : Mrdahga] 

Patrika (h^*i) — [See : Savari 1] 

Patri (^rat) — Sound producing 'reed'. Sheet 
of metal or of cane. 

Pada 1 1 ) — Gita (song) or alapa. [See : 
Gita, Alapa] 

Pada 2 (T^ 2) — Lyric or composition fit for 
gita. Carana (foot) of the lyric of giti, 
constructed with letters of language. 

Pada 3 3) — Ancient classical or sastritya 
gita which is, carana or pada-khanda (a 
piece/portion of the lyric) of the lyric or 
composition of the gita-prabandha. An 
ahga or part of the gita-prabandha [See : 
Prabandha 4] 

Pada 4 (T^ 4) — Carana (foot) of Dhrupada 
song's lyric, which is generally of three 
types, e.g. — 'Satpada', consisting of 6 
caranas, 'Pancapada', consisting of five 
caranas, and 'Catuspada', consisting of 
four caranas. 

Pada 5 (T? 5 ) — Vibhagas or divisions of tala 
consisting of specific matras (beats). Many 
types of gati chandas (movement with 
rhythm) of tala are created with the help 
of these Vibhagas, e.g. — SamapadI, 
Visamapadl, etc.. 

Padakarta (H<;tt>flf ) — Vaisnava poet. 
Composer of lyrics. 

Padaksepa (""T^T) — The name of divisions 
of tala, coined by Rabindranath Thakur. 

Padavarna (M<;q«t) — A particular variety of 
Karnataka classical song named Varnam, 
which moves in a slow speed. [See : 
Varnam] 

Padam (^Rfl) — Karnataka gita expressing 
deep emotion, having three stanzas. 
Karnataka gita of love-sentiment, 
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depicting nayaka and nayika (hero and 
heroine) and sung in slow tempo. 
Pada-matrika svaralipi OR-hiRi* wfafa) 
— It is a kind of notation system. [See : 
Svaralipi] 

Padadi (h^iH;) — The vocalist who knows 
only Desl songs. [See : Gayaka]. 

PadavalT klrtana (4<Mdl ^t<fa)— [See : 
Nama-klrtana] 

Padma (T^I) — A particular type of non- 
prevalent tala. 

Padma cihna (H"ypq&) — A particular sign of 
Dandamatrik Svaralipi (notation system). 
[See : Svaralipi] 

Padmamukhi (WJ#) — A raga which is not 
prevalent. 

Padmakara (M*UI*lO — [See : Alarikara] 

Padmavati (M<IWdl)— A particular type of 
non-prevalent raga. 

PadmavatTr gana (M<UI=ldU Wl) — Folk song 
of Bengal based upon the narrative of 
"PadminT. 

PadminI (hPui! ) — An ancient act of DesI 
tala. [See : Tala o Prana] 

Padyam C^H) — A particular Karnataka 
style of song. 

Pantu-varall (H^eRkfl)— It is one of the 72 
Karnataka melas. Out of 72 melas 
presented by Vehkatamakhl, it is the 45th 
mela which has been named 'Subhapantu- 
varali'. It is a Karnataka raga. 

PanthI (T^ft) — The place where strings are 
tied in vina type of the string instrument. 
In ancient music sastras (treatises), it is 
called 'Kakubha'. (Tailpiece). [See : 
Kakubha] 

Papaiya ("Am) — Cikari. [See : Cikari] 

Pavamana (h«ihii) — A particular ancient 
Vedic Samagana, formed by adopting 
mantras etc., included in Pavamana- 
kanda (chapter) of Samaveda. [See : 
Samagana]. 

Par-adi (^STTSt )— Paradl. A kind of laya- 



kriya (act of tempo) or laya variety of tala. 
To adopt the speed of 11 matras (beats) in 
4 matras (beats) of tala. [See : Layakari] 
Parkatan (Mi+IdH)— To add new akhar in 
the middle of akhar of Klrtana. [See : 
Nama-klrtana, Lila-kirtana, Rasa-kirtana, 
Akhar]. 

Parciten (M^Ji-i) — A particular tuk (stanza) 
of Kavi-gana or Half-akhdai gana. [See : 
Bahgla gana] 

Paraj ("T^st) — Name of a particular raga. 

Paraj yukta raga-nama (^ ^1 TFT — 
Names of ragas with prefix Paraj — Paraj- 
kalihgda, Paraj-basant, Paraj-bahar..., etc.. 

Parad — A foreign raga, prevalent as a 
changed version adapted in a few Indian 
ragas. 

Parda OT^T, "T^f) — Sarika or ghat (frets), 
made of metal or wood, belonging to vina 
class of string instruments. The reeds of 
harmonium, piano, organ etc. are also 
called parda, in colloquial parlance. 

Paran FWl) — Aggregate of strong syllables 
from atleast two rounds of a tala. 
Previously paran used to be played with 
Pakhavaj, later it was applied in Tabla 
also. It is the evolved version of 
'Praharana' one of 43 kinds of vadya- 
prabandha, described in the book : 
'Sahglta-ratnakara'. [See : Tala-praban- 
dha] 

Pardun OT^^O — Possessing a speed of 
caugun or cargun (4 times faster). Four 
times speed of dun or dvigun (double 
speed), which means a speed which is 8 
times faster. 

Parand OTT^) — A particular variety of 
vadya-prabandha. Special arrangement of 
syllables of instruments. [See 
Vadyaprabandha] 

Parabrahma (M^) — Name of a particular 
non-prevalent tala. 

Paramela-pravesaka OTT^T «3*i=h)— The 
raga in Hindustam-sahgita-paddhati, 
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which receives specialities of svaras of two 
successive melas or thatas, together. The 
raga, though under the previous thata, 
holds one or more svaras of the following 
thata. [See : Mela, Thata or thata] 

Para fTO) — A particular state of sound. [See : 
6abda-bheda] 

ParadI, Padadi (WSt,' c rsrst) — [See : Par-adi] 

Paradruta (TU^T)— Half the time of 
anudruta. Truti. [See : Anudruta, Kala 1] 

Parivarta (nftqcf ) — A kind of alahkara 
(ornamentation) belonging to Sancari 
varna. [See : Alahkaragulir sanja, Varna] 

Parivartaka (MRcicj*)— One of 18 alahkaras. 
[See : Alahkara sahkhya]. 

Parivartana 1 (h(Wh 1 )— Repetition of a 
division of ancient Gandharva or Marga 
tala. [See : Marga tala] 

Parivartana 2 (Hp<q^i 2) — Invocation song 
in ancient natya (drama). Invocation song, 
sung while going round on all the sides of 
the stage. 

Parivada (^feK)— The thing with which 
vina is played. Mijrab. (Plectrum). [See : 
Mijrab]. 

ParivadinI (nRqiR-il) — String instrument, 
consisting of senven strings, played with 
'parivada' (plectrum). It is a variety of 
ancient vina type of instrument, on which 
songs or ragas used to be played. Some 
have called it 'sitar'. [See : Tala, Vadya] 

Paren O^T) — The portion of folk song that 
has to be sung in mandra or udara saptaka 
(lower heptad) or low tones. 

Portuguese tappa (hcJm)*i Hon) — Portuguese 
tune adapted in the style of tappa. 

Parva sahgita (TO" TPTO) — A particular type 
of folk-music composed to suit puja 
(worship) — parvan (festival). 

Parmalu (TO^) — [See : Pirmulu] 

Pala 1 (TO! 1 ) — The small part for counting 
Indian time, used in ancient times. 1 pala 
= 24 seconds. 

[8 prahara= 1 day= 24 hours = 60 dandas. 



1 prahara= 3 hours = 7V4 dandas. 

1 danda = 24 minutes = 60 pala. 

1 pala = 24 seconds = 60 vipala. ... etc.] 

Pala 2 (^ 2 ) — A particular type of non- 
prevalent raga. 

Palamanjarl (hcih*jk1) — A particular type 
of non-prevalent raga. 

Palat (TJtfZ) — [See : Alahkara, Sparsa] 

PalasI (Mcrtml) — A particular type of raga. 

Palasi yukta raga-nama (w<nwl <j«w <m iih) — 
Names of ragas with prefix Palasi — Palasi- 
kanara, Palasi-todi, Palasi-bhairava, 
Palasi-bhairavi, etc.. 

Palata 1 ^WSS 1 ) — Alahkara (ornamentation) 
of simple or complex pattern in ascending 
or descending form. Modern common 
name of varna-alahkara. [See : Alahkara, 
Taner sahja.] 

Palata 2 (W2I 2) — Ulat-palat of kaida in 
playing lahara onTabla. [See : Kaida, Ulat, 
Palat, Lahara] 

Palata 3 (Tc^T 3) — The variety of playing 
bant on anaddha vadya (membrano- 
phone). [See : Bant] 

Pallava gana (ncnq "TFT) — Tuk gana. [See : 
Tukgana] 

Pallavi 1 (Mcrleil 1 )— The third carana (foot, 
lyrical stanza) consisting of three padas 
(stanzas) of 'Ela' prabandha, which 
belonged to ancient 'Suda' class. [See : 
Prabandha] 

Pallavi 2 (TrcTeft 2 )— The first dhatu or tuk 
(stanza) of Karnataka song. 

Pallvi 3 (Mcrl<fl 3)— A variety of Karnataka 
"Manodharma sahgita". [See : Mano- 
dharma sahgita] 

Pall! ( h ceil ) — A particular act of laya 
(tempo) while playing gat (composition) 
on Tabla or Pakhavaj. Paladar. Varieties 
of chanda (rhythm). It is normally of three 
kinds — Dupalli, Tripalli, Caupalli. 

Palli-sahgita (wcrdl«^-lci) — Spontaneous 
music of the village folk. It is a variety of 
Desi or regional music. Music constructed 
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with constituents of aboriginal music and 
cultural music. The Palligiti (pastoral 
music) now a days is considered as variety 
of lokagiti (folk music). [See : Loka sahglta] 

Examples of Palli-sahglta: — Bhatiyali, Sari, 
Jari, Baul, Jhumur, Gambhira, Gajan, 
Bhaoaiya, Gajlr gana, Catka, Neto gana, 
Ghatu gana, Tongcong, Hati-khedar gana, 
Jumer gana, Parva-sahglta, and various 
types of songs sung by ladies. 

Paste 0T?tft) — A particular type of tala of 
Hindustham paddhati (system). 

PahadI ("^T^rst ) — Name of a raga. A dhun 
[See : Dhun] 

PahadI yukta raga-nama (T^TST TFT 
W\) — Names of ragas with prefix Pahadl- 
Pahadl-gorl, Pahadl-jhihjhoti, etc.. 

Parh pT) — Ancient Tamilian tune or dhun. 

Pa (TO — Abbreviated pronunciation of 
Pahcama svara, the fifth note of the 
heptad. 

Pail (WO— Dohar, [See : Doyar] 

Paos-mallara CmaffT^-HcrilO— Name of a 

particular raga. 
Pakka saranl (TWn T-TR^fr) — Cikari strings. 

The side sympathetic strings of vlna, 

according to Karnataka terminology. 
Pakhoyaj (MUsll^M)— Pakhavaj. [See : 

Pakhavaj] 

Pagdl (Wl£l) — Bed; Cak. The encirclement 
around the hide cover of an membrano- 
phone instrument with which chot or 
duyali (hide strips) is attached. [See : Cak, 
Chot] 

PancaSabdika (Hi^siiifa*)— Pahcasabda; 
five types of ahata nada, e.g. — 6ariraja, 
Carmaja, Tantraja, Karhsaja or Lauhaja, 
and Varhsaja or Phutkrta. [See : 
Pancanada, Ahata nada] 

Pafa 1 (W 1 ) — Varna, Van! or Bol (syllables) 
of anaddha vadya (membranophone 
instruments], etc. [See : Bol, Van!]. 

Pata 2 (*TTH 2) — A particular ahga (essential 



element) of prabandha, an ancient 
classical composition. [See : Prabandha 4] 

Pataka (W^?) — One that generates pata 1. 
Anaddha vadya etc., (membranophone 
instrument). 

Pani (^nfaT) — Tala. Action by hand. 

Pani-prakara C^TTpT TT^TT) — Varieties of pani 
(action by hand) are three, e.g. — 1. 
Samapani, 2. Avapani, 3. Uparipani. The 
other names for these are — Tala, Vitala 
and Anutala respectively. [See : The above 
mentioned terms and Tala o prana] 

Panika (MlPui+l)— It is one of the Gandharva 
gltas which are prominent in tala and are 
based on ancient fourteen varieties of 'jati'. 
[See : Gita 2, Jati] 

Panigha (niftm) — [See : Panivada] 

Panivada (MlPuiclK)— One who imitates 
playing of mrdahga by hand. Player of 
anaddha vadyas (membranophone 
instruments) like mrdahga etc. 

Pandava (W^T)— A tala that is not 
prevalent. 

Padahga, parahga ( T TTrf, ) — A tuk 
(stanza) of Akhdai song. Antara (a lyrical 
stanza). In Kavigana, it is called 'padan'. 
[See : Tuk, Bahgallr gana] 

Pata (W) — The sounded act by hand in 
ancient Gandharva or marga tala and Desi 
tala. [See : Tala o prana] 

Pata-Kala (W ^eTT)— Tali (clap). To make 
sound with hand, on the first matra (beat) 
of other divisions of tala other than 'Sama'. 
These sounded actions by hand are called 
'ghata' or "bhari'. [See : Sama, ghata, bhari]. 

Patasvara (HldWO — Those rest svaras of a 
song or raga other than nyasa svara. [See : 
Nyasa, Raga-laksana] 

Pada (VR) — Carana (foot) or Kali (line) of a 
dhatu or tuk (stanza) of the geyapada 
(lyric). Khanda (portion) of tala. 

Padapa (''TKT) — The singer who is not 
knowledgeable in the subject of raga and 
tala. [See : Gayana-dosa] 
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Pada-bhaga (TR W]) — The various portions 
of 'Sama', Tali' and Khali' of tala. [See : 
Sama, Tali, Khali] 

Pada-bheda *hO— A ccording to 
Nandikesvara, the sthiti (pause), gati 
(motion) and sthapana (placing) of pada 
(foot) in nartana (dance). Pada-bheda is 
of four kinds — e.g. — 
1. Mandala, 2. Utplavana, 3. Bhramari, 
4. Padacari. 

Padi panca ('qrf^- T T3g)— Pa, pha, ba, bha, 
ma — these five varnas or letters. In 
Karnataka paddhati (system); the number 
of these five varnas are 1, 2, 3, 4, 5, 
respectively. [See : ka-ta-pa-yadi] 

Paravati (wiqnl) — Gopi gita. 

Parvati OlFfcft) — Name of a particular raga. 

Parvati locana (hi4oI <ri)-qi) — Name of a 
particular tala. 

Pal (W)— Pail; dohar. [See : Dohar] 

Palai (^IM?) — Sketch of an ancient Tamil 
tune. 

Pala (Wfl ) — Religious songs or tales of gods 
composed in Panca II chanda. Collection 
of KIrtanas based on events or sentiments 
of one episode of Krsna lila. 

Pala-kirtana (Wr-'3>ftfa)— Bengali Kirtana 
songs based on dramatical episodes or 
events. There are five ahgas (elements) of 
Pala-kirtana, e.g. — 1. Katha, 2. Doha, 3. 
Akhar, 4. Tuk and 5. Chut. Many call Pala- 
klrtana as Rasa-klrtana, or Lila-kirtana. 
[See : Nama-kirtana] 

(1) Katha : It is the song composition of 
the Kirtana and expansion of sentiments. 

(2) Doha : To follow other poets. 

(3) Akhar : To add new lines. 

(4) Tuk : A tale, which is full of chanda 
(rhythm) and depicts union. 

(5) Chut : Tala ferta. To sing in light tala. 
Pala-gana (hiciimii) — The songs, which are 

based on some events or story and express 
the whole episode stage by stage, through 
a collection of songs. 



Palta (WO— [See : Palta] 

Palte pfle^) — Counter question in Kavigana. 

Pahader-gana (W^T 7 TH) — Song of the 

aboriginals of the hilly areas of East 

Bengal. 

PahadI (Wft)— PahadI raga. 

Pacall (nmicil) — A particular type of lyrical 
poems. Sepcial compositions on gods, 
which are sung in tala, laya and tune. 
Pancali is a particular prabandha-gita. A 
version of pancali or puppet-dance. 
Corruption of the Sanskrit word, 
'Pancalika'. 

Palladar ( M I cdKK ) — [See : Palli]. 

Picola, Picchora (fa^trn, fT^jtTT) — A 
particular type of Vedic instrument. 

Pidippu (WT^) — Pakad of raga, in 
Karnataka terminology. [See : Pakad] 

Pidabanda, Pidebandi ( fM4 l «KI , ff^t)— 
The actual word is 'pidhabandha', which 
means mukhabandha, prarambha, sthayi, 
the commencement portion. Sanskrit 
terminology is 'Pindabandhana'. The first 
tuk or dhatu (stanza) of a concert accom- 
panying Akhdai gana of Bengal. 

Pinaka, Pinaki (fw^ ( rmi*1)— Ancient 
Indian dhanu vadya, a particular type of 
vina of Vedic era. 

Pinakini (ftRlfMt)— A particular type of 
ancient seven-string vina, 

Pirmalu, Parmalu (fwrg, Wfg)— Corrupt- 
ion of the word 'Pillumuru' mentioned by 
Pt. Damodara in his book Sahgita- 
damodara. It is a variety of dance in which 
there is inclusion of gita-varna, nrtta- 
varna and tala-varna — syllables of song, 
dance and tala, or tukda. It is a particular 
tatkara of Kathak-dance. [See : Tukda, 
Tatkara] 

Pillari-glta (PhctikI ^) — As per Karnataka 
terminology, it is 'Ganesa vandana' gita 
or krti (invocation to Lord Ganesa). A 
particular type of gita in Kannad language 



Sangiti Sabda Kosa 



181 



by introducing which, Purandara Dasa 

improved and organised teaching 

methods of music training. 
Pilu (fa^J) — Name of a particular raga. 
Pilu-yukta raga-nama (f^-^T TFT-^nr) — 

Names of ragas; with the prefix Pilu — 

Pilu- kafi, Pilu-khamaj, Pilu-barva, Pilu- 

savan, etc.. 
Piriga, Pinna (fTf , f*F=T) — Dhanu-vadya or 

a particular type of vina of Vedic era. 

Ravanastram, an instrument. 

Pukar 0J3>TT) — An ornamentation (Alah- 
kara) called chut where a cluster of svaras 
leaps skipping a saptaka (heptad). A 
particular act of 'chut' in a high note. An 
alahkara with an impulsive emotion. 

Pukarer raga (^<*>A< TFT) — A raga with a 
sorrowful, impulsive emotion. 

PunjI CS^^it)— Karnataka term for Tubdl'. 
[See : Vadya] 

Pundarika (;} u s(ta) — A particular type of 
Sadava-suddha tana (a hexatonic note 
combination). [See : tana] 

Punnaga-yukta raga-nama (jj-imi ^3<T TFT 
^TFT) — Names of ragas with prefix Punn- 
aga — Punnaga-todI, Punnaga-baradi, etc.. 

Purana ("3^1) — A particular type of tala. 

Purani (;j<i u !l) — Name of a particular raga. 

Puriya (SfTTT) — Name of a particular raga. 

Puriya-yukta raga-nama OjfTTT "5^T TFT- 
TR) — Names of ragas with prefix 
Puriya — Puriya-kalyan, Puriya-kalyani, 
Puriya-kedara, Puriya-jayant, Puriya- 
dhanasri, etc.. 

Purusa medha (3^ — A particular type 
of auduva suddha tana (pentatonic note 
combination). [See : tana] 

Purvanl mallara C3^Wt hctik) — Name of a 
particular raga. 

Pulindika OjfcrP^T) — Name of a particular 
raga. 

Puskara OJWO — The common name of 



hide-instruments used in 'avanaddha 
kutapa' (assemblage of membranophone 
instruments) for expressing aksaras 
(letters) or vadya varnas (syllables) in 
ancient Sanskrit dramas. Common name 
of Anaddha vadyas or ancient type of hide 
instruments imitating sound of rain water 
falling on lotus leaves. 

Ancient anaddha vadhyas such as mrdahga, 
panava, dardura, etc. come under this 
name. Anaddha vadyas which have gav 
(black paste applied over a portion of the 
hide cover) on it and are capable of 
expressing 'bol-bani' (syllables) clearly. 

Pusta OP*) — Nature of nada (sound). [See : 
Nada] 

Pustikrta 0jf*2fJcO — A particular type of 
auduva suddha tana, (pentatonic svara 
combination). [See : Tana] 

Puspalatika (^Mdfd*!)— Name of a 
particular raga. 

Pur OJT) — Application of paste on anaddha 
vadyas (membranophone). Purika. 
Application of paste with wheat flour. 

Puravl OJT^t) — Name of a particular raga. 
It's another name is Purvi. 

Purnatana CTofcTR)— [See : Tana] 

Purna-pancama ppfn-^H)— Name of a 
particular raga. 

Purva-Catuska 00 — The combina- 
tion of four svaras : S-Ri-G-M. 

Purva-yukta raga-nama 00 TFT HFI) — 
Name of ragas with prefix Purva — Purva - 
kalyana, Purva-gauda, Purva-gauri, 
Purva-des% etc.. 

Purva-yukta svara-nama 00 "3^T W=TFT) — 
Names of svaras with prefix Purva — 
Purva-rsabha, (2 srutis lower than 
suddha-rsabha), Purva-gandhara (Sud- 
dha rsabha, etc.) 

Purva melakarta 00 ^d+di) — 36 Karnataka 
melakartas, which are composed with 
Suddha madhyama svara (natural 'M' 
note, not sharp 'M') 
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Purva ranga (l^O — An introductory piece 
of music or religious ceremony prior to 
commencement of the main Sanskrit 
drama of the ancient days. 

Purva ranger ariga T^T 3T^) — Ahgas 
(elements) of Purva rahga. (a) Behind the 
screen — (1) Pratyahara, (2) Avatarana, (3) 
Arambha, (4) Asravana, (5) Vaktrapani, 
(6) Parighattana, (7) Sarhghotana, (8) 
Margotsarita, (9) Asarita. 
[ (a) Behind the screen variety is called 
'Bahirglta'.] 

(b) After the screen is drawn : (10) Gitaka 
or Gltavidhi (song) with kutapa 
(orchestra), (11) Utthapana, (12) Parivar- 
taka, (13) Nandl, (14) Suskapakrsta, (15) 
Rahgadvara, (16) Carl, (17) Martacari, (18) 
Trika or Trigata and (19) Prarocana. 
Purvaraga pjftPT) — The raga, which has the 
vadl-svara (sonant) in Purvahga (lower 
tetrachord-S-Ri-G-M or S-Ri-G-M-P). The 
raga which has its expansion more in 
purvahga. 

Purva ) — Name of a particular of raga. 

Purvahga Cj^f ) — (Lower tetrachord) The 
first three svaras of saptaka, or according 
to others, the first portion made up of five 
svaras. [See : Uttarahga]. 

Purvahga pradhana raga CJ^f TO TFT) — 
[See : Purva raga]. 

Purvacarya (<jqtai4) — The earlier authors of 
Sahglta Sastra. The musicologists of 
ancient and medieval period. The names 
of Purvacaryas available in 'Sahglta- 
ratnakara', written by Sarhgadeva (first 
half of 13th century A.D), are — Sadagiva, 
Siva (Siva), Brahma, Bharata, Kagyapa, 
Matahga, Yastika, DurgaSakti, Sardula 
Kohala, Visakhila, Dattila, Kambala, 
Asvatara, Vayu, Visvavasu, Rambha, 
Arjuna, Narada, Tumburu, Ahjaneya, 
Matrgupta, Ravana, Nandikesvara, Svati, 
Vinduraja, Ksetraraja, Rahula, Rudrata, 
Nanyabhupala, Bhoja, Parmardi, 
Somesvara, Jagadekamalla, Lollata, 



Udbhata, Sahkuk, Bhattanayaka, Abhi- 
navagupta, Kirtidhara, and others. 

PurvanI ("jptM) — Name of a particular raga. 

Purvacika ("^Jqfr^*) — Chanda-arcika. A 
portion of Sama-samhita, the Rc or Rk or 
mantras of which were compiled earlier. 
[See : Uttararcika] 

Purvi, Puravl (^^T, ^T^t) — Name of a 
particular raga. 

Purvi-yukta raga-nama (^f TFI ^TW) — 
Names of ragas with prefix Piirvi — Purvi- 
kalyana, Purvi-gauri, Purvl-sararh, etc. 

Purvithata (^ «TR) — One of the ten thatas, 
in which rsabha and dhaivata are komala 
(flat) and madhyama is tivra (sharp). [See : 
Thata] 

Purvlya OJ^TT) — Name of a particular raga. 
Styles of songs, instruments and dance of 
the region, east of Delhi- Agra area. 

Purvlya-dhanasri ("jjfai *nrat) — Name of a 
particular raga. 

Prthagveni (^TT^ft) — A kind of ancient 
alahkara (ornamentation) [See : Alahkara] 

Prthula glti 0J*i<r1l'flrd) — A variety of giti or 
style of ancient jati-gana of Gandharva 
era. [See : Giti] 

Peg (^T) — It is an English term. Pegs are Kan 
or Khunti or Sundari which are placed at 
the top portion of the string instruments 
with strings attached with them and with 
the help of which the tension of the strings 
are regulated. 

Peg-box (*TT — It is an English term. 
Gardan. This is the portion where Kan, or 
Khunti or Sundari or Kilaks or Pegs are 
attached. 

Pep ($3) — Indian terminology for English 

name of box-harmonium. 
Pena (^TT) — An instrument of Manipur area 

resembling Ektara, played with a bow. 
Peradi OTTTlt) — Different pronunciation of 

'Paradi'. A kind of layakari or layakriya. 

(designs in tempo). 
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Peskar (*Wi*k) — A particular ornamenta- 
tion of tala. [See : Lahara] 

Pong! (""fr^t) — A particular type of wind 
instrument used with nagasvaram 
instrument of Karnataka. This has four or 
five holes. Tunes according to choice are 
played by closing one or more holes. 

Pot OTt^.) — A particular type of tala of 
Kir tana. 

Povada pTtaTST) — A particular type of song 
from Maharashtra. It is full of heroic 
sentiment and meaningful song. Some- 
times, there are prose portions in it. Sung 
in praise of 'Pavad' Rajput family or race. 
[Paoyar=wonderful] 

Po — The Sehnai which assists the main 
Sehnai. It plays only 'S' svara as back- 
ground accompaniment. 

Pouravl (nUql) — The sixth murcchana of 
Madhyama grama, prevalent in ancient 
times. 'Maitri' murcchana. [See : Murcc- 
hana] 

Pournamasa (MWmu)— Auduva suddha- 
tana (tana pattern consisting of 5 svaras). 
(Pentatonic note composition) [See : Tana] 

Pyarkhanl tana (^k^m! cTH) — Tanas of 
short stature, with orderly arrangements 
and are derived from pieces of Jod of 
alapa. [See : Alapa] 

Prakarana giti (M+<ui 'flPd)— Gitis applicable 
in Gandharva Sarigita in ancient times, 
which were based on the tune structure 
of ancient jati having predominance of 
marga tala. These were 14 in number, 
e.g.— 

1. Madraka, 2. Aparantaka, 3. Ullopya, 4. 
Prakarl, 5. Obenaka, 6. Robindaka, 7. 
Uttara, 8. Chandaka, 9. Asarita, 10. 
Vardhamanaka, 11. Panika, 12. Rk, 13. 
Gatha, 14. Sama. 
The first seven of these are called "Antara- 
giti". 

Prakara (5P$R) — Ancient variety in playing 
of instruments. 



Prakasa (^^TT?T) — A particular type of 

alahkara (ornamentation). 
Prakrti svara, Prakrta svara (3Ifrf^T, TlfKT- 

— Suddha svara (natural note). 
Praksepa (TfSfa) — Chut from one svara to 

another svara in descending movement. 

(chut meaning run). Khataka. 
Pragatha 05RT«T) — A sum of 2 Rks or 2 

mantras of ancient Sama Veda. Astama 

mandala of Rk or mantras of Vedas. 
Pragana (SP1R) — Presentation of a composit- 
ion in a tune as prescribed. Singing 

according to the notated tune. 
Pracara (3T3Tt) — Throwing arms around, in 

dance style. 
Pracura (STfT)— Broad sound. Particular 

quality of sound. 
Pracchadana (U^KH) — Slight touch. 
Pracchadaniya (U^|<4)^)— The svara that 

is applied in a raga in an improper way. 
Pratapa (SRTR) — Name of a particular raga. 
Pratapa-yukta raga-nama ("STcTFT TFT 

^TR) — Names of ragas with prefix 

Pratapa — Pratapa-baradI, Pratapa- 

belavala, Pratapa-lahkesvari, etc.. 
Pratapa-sekhara (^dlMVlteK) — Name of 

particular tala. 
Prati-tala (yPddld)— Parat tala. Visama- 

graha. [See : Visama graha] 
Pratipat (TTtln^)— 'Dragada' vadya [See : 

Vadya] 

Pratimantha («RlH«d) — Name of particular 
tala. 

Pratimadhyama CsrHmwR)— Vikrta madh- 
yama in Karnataka terminology. 'M', 
which is not natural. 

Pratimadhyama melakarta (^fcnTKqrr 
i)d*d[) — Uttara-melakarta; Karnataka- 
janaka-mela (parent scale) which is 
constituted with Vikrta-madhyama. 

Pratiharta (yRieaf) — Singer of one of the 
'bhaktis' among panca (five) bhaktis (five 
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parts of poetry portion) called 'Pratihara' 
in Vedic Samagana. 
Pratihara (Tff^R)— One of the five parts of 
the panca bhakti or poetry portion of 
Vedic Samagana. [See : Bhakti] 
Pratyanga (5K*Tf)— [See : Nartana] 
Pratyahata (ycHISd)— [See : Gamaka] 
Prathama-yukta raga-nama TFT 
^TPT) — Names of ragas with prefix Prat- 
hama — Prathama-kamoda, Prathama- 
gaudl, Prathama-todi, Prathama-nata, 
Prathama-bhairava, Prathama-bhairavl, 
Prathama-manjarl Prathama-srI, 
Prathama-sararh, etc.. 
Prathama kala (5f*m ^IH) — It is a termi- 
nology of Karnataka-paddhati (system) 
meaning barabar-laya' or the laya (tempo) 
in which the song is begun. 
Prathama tala (3J2W cTT?T) — The tala portion 
on which the first beat or clapping is done. 
The 'Sama', the first and most important 
beat of tala. It is a variety of ancient Desi- 
tala. Adi tala. 

Prathama murcchana (51*1*1 *i^HI) — The 
murcchana composed from that svara 
which originated from the grama (scale) 
or svara grama embodied in ancient 
Gandharva-sahglta. 
For example — 

'S' murcchana in Sadjagrama — (S, Ri, G, 
M, P, D, Ni) is the prathama murcchana. 
Same way 'M' murcchana in Maddhyama 
grama (M, P, D, Ni, S, Ri, G) and 'G 
murcchana in Gandhara grama (G, M, P, 
D, Ni, S, Ri) are prathama murcchanas. 
(Prathama meaning first) 

Prathama svara (OT W) — The highest note 
or the next lower note of Vedic Samagana. 
Prathama Svara of Laukika Sahglta means 
the first note of the svara grama or grama 
(scale) [See : Laukika sahglta] 'S' is the first 
svara of Sadjagrama; 'M' is the first svara 
of Madhyama grama and 'G is the first 
svara of Gandhara grama. 



Pradaksina OSrefOT) — Avrtti of tala (name 
coined by Rabindranath Thakur), avrtti 
meaning recitation or repetition. 

PradipakI (vkJIWI) — Name of a particular 
raga. ^ 

Pradlpaki-Kanara (M^H=hl ^FfTT) — Name of 
a particular raga. 

Pradlpika (y<lfo«W)— Name of a particular 
raga. 

Prabandha 1 (33PT 1 ) — Ancient style of giti, 
in which there are four 'tuks' or 'dhatus 
(stanzas) — (Udgraha, Melapaka, Dhruva 
and Abhoga) and one raga. But talas are 
many and 'ahga's (essential elements) of 
prabandhas (svara, pada, tala, tena, pata 
and viruda) are two to six in numbers. 

Prabandha 2 (W*T 2) — Prabandha (classical 
composition) in Karnanaka paddhati 
(system), has more 'carana's or 'tuk's 
(stanzas) and caranas have two to three 
parts. Giti constituted of language and 
pata, etc. [See : Giti, Pata 2] 

Prabandha 3 (W 3) — Ancient name of 
classical songs. It is nibaddha [See : 
Nibaddha] sahglta constructed with 
'dhatu' (lyrical stanza) and 'ahga' [see : 
Ahga] (essential elements). The 
prabandha is of three varieties, e.g. — 

(1) Gitaprabandha (song composition); 

(2) Vadya-prabandha (instrumental 
composition) and (3) Nartana-prabandha 
(dance composition). 

Since 14th-15th century A.D. prabandha 
generally has meant glta-prabandha. 
Prabandha used to vary in ancient times, 
due to place, language, dhatu, ahga, 
chanda, gati, gana, number of ragas and 
number of talas. [See : the respective 
terms] 

(1) GTffl prabandha ( I fa'5r5RO Generally gita- 
prabandha used to have five dhatus 
(stanzas), e.g. — udgraha, melapaka, 
dhruva, antara (which are only in the 
variety of Salaga-suda prabandha) and 
abhoga. 
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Now a days these names are not prevalent 
in 'gita-ritis. Instead of these, in North 
India or in Hindusthani-paddhati, the few 
dhatus or tuks used are : Sthayi, Antara, 
Sancari and Abhoga : or Sthayi, Antara, 
Bhogabhoga, Sancari; or Sthayi, Antara, 
Sancari, Bhoga, Abhoga; or Sthayi, 
Manjha, Antara, Sancari or Bhoga and 
abhoga. [See : Tuk, Gltariti] 

In ancient times, though the number of 
dhatus or tuks (stanza) were five, never 
more than four were used together at any 
time. 

There used to be six essential elements or 
'ahga's of prabandha, e.g. — Svara, pada, 
virud, tenaka, pata and tala. [See : Ahga] 

(1) Udgraha — The first tuk (stanza) of the 
song. 

(2) Melapaka — The middle dhatu between 
udgraha and dhruva. 

(3) Dhruva — The main tuk (stanza) which 
is repeated. 

(4) Antara — The tuk (stanza) in Salaga 
suda class of prabandhas which is applied 
in between dhruva and abhoga dhatu, or 
takes up the place of dhruva dhatu. 

(5) Abhoga — The last tuk (stanza) of the 
song. 

The above are the five tuks of glta- 

prabandha. 
Given below are the brief description of six 

ahgas of gita-prabandha : 

(1) Svara — Portion of the song composed 
with S, Ri, G, etc. letters, which denote 
svaras. 

(2) Pada — Words that express meaningful 
sentiments. 

(3) Virud — Words composed in praise of 
the hero, mentioned in the lyric of the 
song. 

(4) Tenaka, Tena — Tenaka, tenna, etc. are 
meaningless words, denoting auspicous- 
ness, used in composing the lyric of a song. 

(5) Pata — Syllables of instruments or 
anddhavadyas (membranophones) 
applied in the lyric. 



(6) Mention of the tala in which the lyric 
is set. 

Though six ahgas are mentioned in 6astras, 
actually the number of ahgas were nine. 
The three ahgas that are not mentioned 
are : 

(1) Chanda (metre), available in praban- 
dhas : Arya, Dvipatha, etc. 

(2) Gamaka, available in prabandhas : Ela, 
Rasaka, Ekatali, etc.; 

(3) Varna — Caturmukha prabandha was 
made distinctive by this. 

Prabandha-j ati ( Wl-'^nftO — Classification 
of Prabandha according to ahga. There are 
five classes of prabandha, e.g. — 

(1) Medini; (2) AnandinI; (3) Dipani; (4) 
Bhavani; (5) Taravali. 

(1) Medlril — Prabandha, constituted with six 
ahgas, e.g. — Svara, pada, tena, pata, tala, 
virud. 

(2) Anandirii — Prabandha, constituted with 
five ahgas, in which pada and tala along 
with any other three ahgas are applied. 

(3) Dipani — Prabandha, constituted with 
four ahgas, in which pada and tala along 
with any other two ahgas are applied. 

(4) Bhavani — Prabandha, constituted with 
three ahgas, in which pada and tala along 
with any one of the ahgas, are applied. 

(5) Taravalt— Prabandha, constituted with 
two ahgas, in which pada and tala are 
applied. 

According to other opinion, classes of 
prabandha were five, e.g. — (1) Sruti; 

(2) Niti, (3) Sena, (4) Kavita, (5) Campu. 
Prabandha-prakara (TJ^*? TOR)— Varieties 

of prabandha— (a) Two types e.g. — 
(1) Niryukta; (2) Aniryukta. 

(1) Niryukta— Constituted of ahgas 
(elements) such as chanda, tala, etc. 

(2) Aniryukta — Constituted without ahgas 
such as chanda, tala, etc. 

(b) According to another opinion, three 
types, e.g.— (1) Yukta; (2) Ayukta; 

(3) Ubhayatamaka. 

(1) Yukta— Like niryukta. 
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(2) Ayukta — Like aniryukta. 

(3) Ubhayatmaka — Sometimes attached 
with chanda, sometimes with tala. 

Prabandha bheda 1 (3I*R1 »ft 1 )— Classi- 
fication of ancient prabandhas according 
to number of dhatus, e.g. — 
(1) Dvidhatu (udgraha and dhruva 
dhatu); (2) Tridhatu (udgraha, dhruva and 
abhoga); (3) Caturdhatu (udgraha, 
melapaka, dhruva and abhoga). 

Prabandha bheda 2 (3J5RT ^ 2 )— When the 
origin and development of Glta- 
prabandha (described in ancient treatises) 
is observed carefully, it is seen that in 
ancient, medieval and modern era, the 
number of prabandhas, their form and 
specialities were of many kinds. Following 
are the ways it was found to have 
developed during the different eras — 

(A) Pracina yuga (5Tr#T "gn) — (ancient era) : 

(i) In BrhaddesI written by Matanga muni 
(5th-6th century A.D.), there are mentions 
of 48 prabandhas, e.g. — (1) Kanda, (2) 
Vrtta, (3) Gadya, (4) Dandaka, (5) Varna, 
(6) Arya, (7) Gatha, (8) Dvipatha, (9) Patall, 
(10) Ardhila, (11) CatuspadI, (12) 
Dodhaka, (13) Totaka, (14) Vastu, (15) 
Krouncapada, (16) Harhsapada. (17) 
Sukasarita, (18) Hayallla, (19) Gajalila, (20) 
Sirhhallla, (21) Sarabhallla, (22) Suka- 
cahcu, (23) Vicitra, (24) Tribhahgi, (25) 
Caturahga, (26) Jayavardhana, (27) Arika- 
carinl, (28) Turagalila (29) Cakravala, (30) 
Sirhhavikrama, (31) Kalaharhsa, (32) 
TripadI (or Satpadi) (33) Bandhakarana, 
(34) Patakarana, (35) Kaivata, (36) 
Dvipadl, (37) VartanI, (38) Ela, (39) 
Jhombada, (40) Dvanikuttai, (41) Dhehkl, 
(42) Ekatali, (43) Matrka, (44) Svarartha, 
(45) Karana, (46) Varna svara, (47) Mukta- 
vali, and Pratapavardhana. 

(ii) Prabandhas mentioned in "Sahgita- 
ratnakara" by ^arhgadeva (1st half of 13th 
century A.D.) — 

(a) 8 prabandhas of Suda class :— 



Ela, Karana, Dhehkl, VartanI, Jhombada, 
Lambha, Rasa, and Ekatali. 

(b) 24 prabandhas of Ali class : — 
Varna, Varnasvara, Gadya, Kaivada, 
AhkacarinI, Kanda, Turagalila, Gajalila, 
Dvipadl, Cakravala, Krouncapada, Svar- 
artha, DvanikuttanI, Arya, Gatha, Dvipa- 
thaka, Kalaharhsa, Totaka, Ghata, Vrtta, 
Matrka, Ragakadamba, Pancatalesvara, 
and Talarnava. 

[If Suda class is added on to Ali, total 
number comes to 24+8=32.] 

(c) 36 prabandhas of Vipraklrna class : — 
SVlrahga, Srivilasa. Pahcabhahgi, Panca- 
nana, Umatilaka, TripadI, CatuspadI, 
Satpadi, Vastu, Vijaya, Tripatha, 
Caturmukha, Sirhhallla, Harhsallla, 
Dandaka, Jhampata. Kanduka, Tribhahgi, 
Haravilasa, Sudarsana Svarahka, 
6rlvardhana, Harsavardhana, Vadana, 
Caccari, Carya, Paddhadi, Rahadi, VIrasri, 
Mahgalacara, Dhavala, Mahgala, OvI, 
Loll, Dhollari, and Danti. 

(d) 7 prabandhas of Salagasuda class: — 
Dhruva, Mantha, Pratimantha, Nihsa- 
ruka, Addatala, Rasa, and Ekatali. 

(iii) Prabandha mentioned in Sahglta- 
samayasara written by Jain Sahgltasastri 
(Musicologist), Parsvadeva — 
(a) Dvidlmtuka Niryukta prabandha (Niryukta 
prabandha consisting of two dhatus): — 

(i) Consisting of anga (elements) such as 
'Pada' and 'tala' or 'tala' and 'tena' — 
Dhavala, Caccari, Badana, Jhompata, 
Carya, TripadI, Sirhhapada, Mahgala, 
Stavamahjarl. 

(ii) Tripathaka (consisting of ahgas 
(elements), such as^ — tala, virud, svara and 
tena.) 

(iii) Paddhadi (consisting of ahgas such 
as — tala, virud, svara, tena and pata.) 

(iv) Simhalila (consisting of ahgas such 
as^ — tala, virud, svara, tena and pata.) 

(v) Sarabhalila — (consisting of ahgas such 
as — tala, virud, svara, tena and pada). 
(b) Tridhatuka Niryukta Prabandha 
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(Niryukta prabandha consisting of three 
dhatus) : — 

(i) Dvipadi (consisting of ahgas such as 
pada and tala.) 

(ii) Kanda (consisting of ahgas such as — 
virud and pata) 

(iii) Arya, Vrtta, Dvipathaka, Gatha, 
Dandaka (consisting of ahgas, such as — 
svara, pada and tala.) 

(iv) Matrka (consisting of ahgas, such as — 
virud, pada, tala) 

(v) Danda (consisting of ahgas, such as — 
pada, tena and tala) 

(vi) Catuspadi (consisting of ahgas, such 
as — svara, pada, tena and tala.) 

(vii) Hayalila (consisting of ahgas, such 
as — svara, pada, virud and tala) 

(viii) Vastu. 

(c) Dvidhatuka Aniryukta prabandha 
(Aniryukta prabandha consisting of two 
dhatus) : — 

(i) Talarnava, Vicitra, Mandala, Rahadi, 
Loll, phollarl, Danti (consisting of ahgas, 
such as — pada and tala). 

(ii) Varna (consisting of svara, virud and 
tala ahgas.) 

(iii) Nandana (consisting of tena, virud and 
tala ahgas.) 

(iv) Abhinandana (consisting of pada, virud 
and tala ahgas.) 

(v) Harhsatlla (consisting of pada, virud 
and tala ahgas.) 

(vi) Ranaranga (consisting of virud, pata 
and tala ahgas.) 

(vii) Nartana (consisting of pata, svara and 
tena ahgas.) 

(viii) Mangalacdra (consisting of svara, 
pada and tala ahgas.) 

(ix) Sukacancu (consisting of svara, pata 
and tala ahgas.) 

(x) Sukasarl (consisting of svara, pata and 
tala ahgas.) 

(xi) Amoda (consisting of svara, pata, tena 
and tala ahgas.) 

(xii) Sudarsana (consisting of tena, pada, 
virud, pata, tala ahgas.) 



(xiii) Kanduka (consisting of pata, virud, 
pada and tala ahgas.) 

(xiv) Harsavardhana (consisting of pata, 
virud, pada and tala ahgas). 

(xv) Pramoda (consisting of pata, tena, 
pada and tala ahgas.) 

(xvi) Monorama (consisting of pata, virud, 
tena and tala ahgas.) 

(xvii) Ankadhvani (consisting of tena, pada 
and tala ahgas.) 

(xviii) Pratapavardhana, Umatilaka, 
Pancanana, Pancabhangl, Srlranga, Srlvilasa 
(consisting of svara, pada, tena, pata, 
virud and tala ahgas.) 

(d) Tridhatuka Aniryukta prabandha 
(Aniryukta prabandhas consisting of three 
dhatus) : — 

(i) Lambhaka, Rasasandoha, Haihsapada, 
Harivijaya, Ekatali, Dhvanikuttanl (con- 
sisting of ahgas, such as — pada and tala.) 

(ii) Bandhakarana (consisting of ahgas, such 
as — svara, virud, pata and tala.) 

(iii) Tenakarana (consisting of svara, tena, 
virud and tala ahgas.) 

(iv) Ankacari (consisting of virud and tala 
ahgas.) 

(v) Svarartlia (consisting of svara, pada and 
tala ahgas.) 

(vi) Simhavikrama (consisting of svara, 
pada and tala ahgas.) 

(vii) Kaivada (consisting of pata, virud and 
tala ahgas.) 

(viii) Patakarana (consisting of pata, virud 
and tala ahgas.) 

(ix) Srivardhana (consisting of pata, virud, 
tena and tala ahgas.) 

(x) Svara-padakaran, Svaranka, Gajalila, 
Vartani, Vivartani (consisting of svara, 
pada, virud and tala ahgas.) 

(xi) Caturanga (consisting of svara, pada 
tena and tala ahgas.) 

(xii) ]ayasr\ (consisting of svara, pada, tena, 
virud and tala ahgas.) 

(xiii) Vastu, Vijayasrt, Varna-svara, 
Caturmukha (consisting of svara, pada, 
tena, pata, and tala ahgas.) 
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(xiv) Vardhanananda, Haravilasa (consisting 
of pada, virud, pata, tena and tala ahgas.) 
(e) Ubhayatmaka [meaning — a mixture of 
Niryukta and Aniryukta] prabandha : — 

(i) Dvidhatuka (consisting of two dhatus) — 
Gadya. 

(ii) Tridhatuka (consisting of three 
dhatus) — 

Jayamala, Cakravala, Ragakadamba, 
Jhombada, Rasaka, (consisting of pada 
and tala ahgas.); 

Simhavikrama (consisting of pada, pata, 
and tala ahgas.); Kalahamsa, Krouhca- 
pada (consisting of svara, pada and tala 
ahgas); Tribhahgl (consisting of svara, 
pada, pata, and tala ahgas.). 
[Parsradeva has said that among 
'Tridhatuka ubhayatmaka' prabandhas, 
'Jhombada' and 'Rasaka' are Caturdha- 
tuka, according to some]. 

(B) Madhyayuga (T^FFT) — Medieval era : — 
In 1450 A.D., Jain Sahgitasastri Vacana- 
carya Sudhakalasa has said in his book 
"Sahgitopanisat-saroddhara" that during 
his time, composers and singers of 
prabandhas had become rare (1st chapter, 
6l. 37). Therefore, since the middle of 15th 
century A.D. ancient gitaprabandhas were 
becoming obsolete. Before that Salaga 
suda class of prabandhas were prevalent. 
Sarhgadeva has written in 'Sahglta- 
ratnakara' that during that time (1st half 
of 13th century A.D.) common man used 
to call 'Salaga-suda' class of prabandhas 
as 'Suddha-prabandha'. Again, from Ain- 
i-Akbari' written by Abul Fazl, one comes 
to know that, during the first half of 16th 
century A.D., some ancient prabandhas 
composed in Sanskrit, were prevalent to 
a limited extent in an evolved state. 
Common society of singers used to call 
these as 'Marga-glta'. These were : Surya- 
prakasa, Pahcatalesvara, Sarvato-bhadra, 
Candra-prakasa, Ragakadamba, Jhomra 
and Svaravartani. 



(C) Adhunik-yuga (STI^f^^O Modern time 

: — [See : Gitiriti] 
Pravartaka-raga ("S^faf TFT) — Janaka 

(Parent) raga. Thata-raga. 
Pravala (ST^rf) — Name of a particular raga. 

A svara which is strong, and much in use 

in a raga. 

Pravala (sraicO — Vinadanda. (Fingerboard). 

Pravasa (5t^m) — [See : Rasa] 

Pravrtti (5f^fa) — Regional style. Name of a 
particular alahkara (ornamentation). 

Pravesa (31^71) — Particular application of 
tana in ancient Gandharva Sahglta. 
Pulling the string from previous svara to 
reach the next svara on vina; or to loosen 
the next fixed svara from the fingerboard 
of vina to reach the previous svara. A 
particular hand action of Marga tala. [See : 
Tala o Prana] 

Prabha (31*11) — Name of a particular raga. 

Prabha-yukta raga-nama (wg^fl TFT^TR) — 
"Names of ragas with prefix Prabha — 
Prabhakell, Prabha-todi, Prabhapata-todi, 
Prabhavati, etc. 

Prabhata (JJMfiT) — Name of a particular raga. 

Prabhata-yukta raga-nama (3T»ncT ^3tT W\ 
^) — Names of ragas with prefix Prab- 
hata — Prabha ta-todi, Prabha ta-bhairava, 
etc. 

Prabhatakirana ("ST^TIcT f^T 11 !) — Name of a 
particular tala. 

Prabhavati 1 (3t*rraRft 1 ) — Name of a parti- 
cular vina. 

Prabhavati 2 ("5*TT^?ft 2) — Name of a 
particular sruti (microtone). 

Prabhavati 3 (snTra<ft 3) — Name of a parti- 
cular raga. 

Prabhalahkara (3f *TTc^TT)— 'Gitkarl' 
gamaka. [See : Gitkari, Gamaka] 

Pramalu (3P7g) — [See : Pirmalu] 

Pramana (5TRFT) — Maintaining evenness of 
nrtta through the help of song and 
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instrumental music. Ideal. Measure, 
magnitude. 
Pramana Jsruti (TRTT ^ftt) — When sruti- 
number of pancama of Madhyama-grama 
is subtracted from the sruti-number of 
pancama of Sadjagrama (17th sruti — 16th 
sruti), the remaining sruti becomes the 
measure. 

[With modern research, it has been proved 
that due to error in copying 'Natya-sastra' 
of Kashi-edition', the terminology of 
Pramana-sruti has originated. The 
terminology should be 'Sruti-pramana'.] 

Pray ana (wm) — Sound of Bheri. 

Prayoga 1 (5PTFI 1 ) — Attainment of success 
in performance; Application, practice. 

Prayoga 2 (SP^T 2) — Varieties of svara 
arrangement. 

Prayoga 3 (9%! 3) — Gamakalapti, expan- 
sion or alapa with embellishment of 
gamaka only. Jod in modern alapa. [See : 
Gamaka, Jod] 

Prayoga 4 (3RFT 4) — Exhibiting gita-vadya- 
nrtya (song, instrumental music and 
dance). 

Prayoga vaisistya ("STzfTT ^fei^cy) — Special 

orderly varieties of svara arrangement 

according to different ragas. 
Prasanna 1 (5RFT 1 ) — A particular 'prana' 

of Ela prabandha, belonging to Siida class. 

[See : Prana, Prabandha] 
Prasanna 2 (h*m 2 ) — The svaras of lower 

octave (mandra svara) used in alahkaras 

(ornamentation). 
Prasannadi (yWHlfcO— [See : Alahkara] 
Prasada 1 (TO^ 1 ) — Clear expression of a 

meaning. 

Prasada 2 (TOS 2) — A particular type of 

alahkara. [See : Alahkara]. 
Prasara OSHTR) — Tune, maintained on 

anaddha vadya (membranophone) with, 

the accompaniment of Samagana. 
Prasarini (y^iR"!!) — Name of a particular 

6ruti. [See : £ruti] 



Prasarl (W^)— [See : Gayana-dosa] 
Prasevaka (ytt^*)— 'Kukubha' of Vina- 

vadya. The drum or tumba of vlna. The 

curved woodenpiece of vlna-end. The 

tumba (drum) of lower part of vlna, 

covered with hide. 
Prastava p^ira) — Name of particular 

'bhakti' of Vedic Samagana. [See : Bhakti] 
Prastara 1 (TOR 1 )— Tartlv. Varieties of 

arrangements as per Sastras, with definite 

number of svaras or matras, which may 

be saral (simple) or kuta (intricate). 

Ancient system of indicating sequence of 

svaras and matras. 
Prastara 2 (TOR 2)— A particular type of 

alahkara. [See : Alahkara] 
Prastara bheda (TOR Alapa-prastara, 

Chut-prastara, Murcchana-prastara, 

Tana-prastara, etc., — varieties of prastara. 

[See : Tana 3] 
Prastota (TOtfH) — Singer of 'bhakti', named 

'Prastava' of Vedic Samagana. [See : 

Bhakti] 

Prasvana, Prasvana (TOH,TOH) — Uttering 
with force. Loud sound. Giving Jarab' or 
ghata (beat/strike) or tali (clap) at a 
particular place of tala. 

Prahara (5JFR) — Striking on an instrument 
with nail, kon or java (plectrum) or stick, 
etc.. 

Prahga CaT^) — Panava instrument. [See : 
Vadya] 

Prajapatya (yNiMoM)— Sadava suddhatana 
(hexatonic svara arrangement) consisting 
of six svaras. [See : Tana] 

Prana (WT) — Distinctive laksanas (signs) 
e.g.— 

(i) Prana of nartana; (ii) Prana of vadya; 
(iii) Prana of tala. (iv) Prana of Ela 
prabandha. 
(i) Pranas of nartana or nrtya (dance), are ten, 
e.g.— Java tva, Sthirata, Rekha, Bhramari, 
Drsti, Asrama, Medha, S"raddha, Vacana 
and Gita. 
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(a) Javatva — Motion in deeds like dancing, 
etc. 

(b) Sthirata — The ability to strike poses or 
gestures while standing. 

(c) Rekha — Proper assemblage or 
movements of parts of the body for 
dancing. 

(d) Bhramari — Movement of parts of the 
body in circular motion. 

(e) Drsti — Different expressions of 
sentiments through eyes. 

(f) Asrama — Not becoming tired soon. 

(g) Medha — Ability to remember. 

(h) Vacana — Utterence of syllables of 
dance clearly, and rhythmically. 

(j) Gita — Expertise in singing while 
dancing. 

[These laksanas (signs) have been described 
in the treatise 'Abhinaya-darpana' written 
by Nandlkesvara]. 

(ii) Vadyer prana (pranas of Vadya) There are 
ten Pranas of vadya, e.g. — Rakta, Virakta, 
Madhura, Sama, Suddha, Kala, Ghana, 
Sphuta-prahara, Subhara and Vighusta. 

(a) Rakta — Full of rahjaka (colour, delight). 

(b) Virakta — Full of variety. 

(c) Madhura — Full of grace and beauty. 

(d) Buddha — Unmixed, pure. 

(e) Sama — Act of playing (an instrument) 
with syllables of vadya, ahga, tala, yati, 
laya, nyasa, apanyasa, and pani. [See : the 
respective terms] 

(f) Kala— Subtlety. 

(g) Ghana — Essence, substantiality. 

(h) Sphuta-prahara — Playing syllables 
clearly. 

(i) Subhara — Tuneful. 

(j) Vighusta — Grave, solemn. 

(iii) Taler prana (prana of Tala), [see : Tala O 
Prana] 

(iv) Ela prabandher prana (prana of Ela 
prabandha). 

Samana, Madhura, Sandra, Kanta, DIpta, 
Samahita, Agramya, Sukumara, Prasanna, 
and Ojasvi. 

(a) Samana — Prabandha, with the use of a 
few letters and sound. 



(b) Madhura— Prabandha, with the use of 
little nada (sound) and a few murcchanas. 
[See : Murcchana] 

(c) Sandra — Prominent letters, applicable 
in the lyric. 

(d) Kanta — Pleasant sound with softness 
or with high pitch. 

(e) Dipta — Consisting of sharp sound. 

(f) Samahita — Remaining steady on Sthayl- 
varna. [See : Varna] 

(g) Agramya — With the use of repeatedly 
recited letters from the padas (lyric) and 
sound. 

(h) Sukumara — The letters born out of 
softness of sound and murcchanas. [See : 
Murcchana] 

(i) Prasanna — Pleasantness of letters which 
are connected with svaras placed at 
mandra-madhya-tara sthanas, the three 
octaves. 

(j) Ojasvi — Words consisting of many 

compounds. 
Pratargeya (yia*T<0 — The ragas which are 

sung in the morning. 
Priti C5fn%) — Name of a particular sruti 

(microtone). Maitri. 
Prehkha (^f ) — A particular type of alah- 

kara. [See : Alahkara] 
Prenkhita (3ff^T) — A particular type of 

alahkara. [See : Alahkara] 
Pretapataha (3aH<is) — Anaddha vadya 

(membranophones) played during death. 
Pluta C^cO — An aggregate of 3 laghu 

matras. [See : Matra] 

Fa/Pha ( ^ ) 

Phanda (Fanda) (^F^T) — A particular type 
of complicated tana. (The meaning of 
Phanda is trap) 

F/Pharad — Peculiar type of tukda 
applicable in playing anaddha vadya 
(membranophones). Special tukda. [See : 
Tukra] 
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Pharan-jati OTR^-wrffO — In Karnataka 
terminology, it is the fast act of paran on 
mrdahga or dholak. [See : Paran, Vadya] 

Farodast (Hrik«i) — Name of particular raga. 
Name of particular tala. 

Fargana — Name of particular raga. 

Farmayesi paran (whi^i) 'WT) — Specially 
composed paran, which is played on 
anaddha vadya. [See : Paran] 

Phala-gurjari ( T FcT-'^'3fft) — Name of 
particular raga. 

Phala-manjari (WT-h^kI) — Another name 
of Patamahjari raga. 

Fanda CFF^T) — Real pronunciation is 
Phanda. It may also be deduced that the 
word is derived from the Persian word 
'Fand', which means deception. 

Phalguni (W^pft) — Name of particular 
raga. 

Phak ( t f51Wf) — The word originated from the 
Persian term 'Fakh', which means division 
and while playing tala in Hindusthani 
paddhati (system), it is the unsounded 
beat that is represented by phak. 

FikircadI (P+iRm^I) — It is a particular type 
of Baul gana. Harinath Majumdar 
adopted the name Fikircad and wrote a 
few Baul songs composed in a special style 
of language, which had particular type of 
tune. [See : Baul] 

Fikirbandl (Ihi(*<«(-<3 ) — Real pronunciation 
is 'Fiqrabandl', which means composing 
essays. 

Fiqrabandl (fV><Mi«i-<{l) — Vistara in madhya 
(medium), madhya-druta (medium-fast) 
and druta (fast) laya in Khayal i.e. 
beautiful composition of svaras of the first 
portion of 'jod' and 'tana'. [See : Jod, Tana] 

In Arabic terminology, the other meaning 
of 'Fiqra' is to deceive, from which the 
Bengali word 'Fiqir' has originated. But the 
term 'Fiqrabandl, means composition or 
special ability to express. 



Firat (f^RcT) — General meaning is coming 
back, return. Musicologically it means to 
and fro movement or ascendance- 
descendance of svara-arrangements, i.e. 
ulat-palat tana or alahkara. It is a variety 
of palta. According to some, it is the 
second name of firqat. According to 
another opinion it is avrohi tana (tana 
having a downward movement.) [See : 
Tana, Palta, Ulat-Palat, Firqat] 

Firqat (Puwa ) — A Sancarl tana [See : Tana] 
which starts from a particular place and 
returns to the same place every time. 

Firozkhanl-todI (PmH<sJIH)^) — A variety 
of TodI raga which is not very prevalent. 

Fingerboard (P+>''K«il^)— It is an English 
teminology, which means the fretless 
danda of violin type of instrument, on 
which one plays on the strings with the 
fingers of left hand to produce different 
svaras. Anguli-pat. Tat. 

Phukar (film) — Name of particular tuk 
(stanza) of Half-akhdai song. 

Phutkara CW^)— Blowing of flute. 

Phutkara-guna (ijqffrK-'JJT) — The five gunas 
(good qualities) : — Naibidya, Praudhata, 
Su-svaratva, Sighrata, and Madhurya, or 
twelve qualities, e.g. — Snigdhata, Ghana- 
tva, Rakti, Vyakti, Dvani-pracurya, 
Lalitya, Komalatva, Nadanuranana, 
Tristhanatva, Sravakatva, Madhurya and 
Savadhanata. 

Phutkara-dosa (Mifi+U-^ta) — Five bad 
qualities, e.g. — Kapila (sphutita), 
Tumvakl, KakI, Sandasta, Avyavasthita. 
Or, six bad qualities, e.g. — Sitkar-bahulya, 
Stabdhata, Visvarata, Sphutita-bhava, 
Laghuta, and Amadhurya. 

Phutkara-randhra f^FR-T^I)— The hole of 
wind instruments or flute, in which to 
blow. 

Phula-yukta raga nama pgcT-y<W HW) — 
Names of ragas with prefix Phula- 
Phulakeli, Phulamati, Phulasri, etc.. 
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Phulpata C^cPTTS) — A rural giti-natya 
(opera) prevalent in farmer societies of 
Bengal. The natya is based on the story of 
Vrsaketu. 

Phuliya f^gf^Pn) — The small decorative nail 
that is made of metal or bone or tooth, 
fixed at the centre of the rounded head of 
the peg, for beautification. Mundi. 

Fulut H^p) — Corrupt Bengali pronun- 
ciation of the English word flute. Simple 
flute. 

Fetl — Small pagdi (Turban). String 

coiled up in the shape of pagdi. Coil. 
Ferat O^.)— Phirat/Firat. 

Ba/Va ( ) 

Bakulabharana («i$<niWT) — A name of 
particular Karnataka raga. 

Vakra (^>) — Not straight. Movement 
which is altered or distorted. Chadi. 

Vakra-raga (qstxi'i) — Raga consisting of 
vakra (not straight)-svaras. 

Vakra-svara (q**<*<) — The svara which 
obstructs the normal succession of raga- 
svaras during its application of either in 
ascendance or descendance. The svaras 
of the raga changes its course momen- 
tarily. 

Vakra (^9FT) — Ancient vina named 

'dhanuryantra'. [See : Vadya]. 
VakrI raga (q*Ui'i) — Vakra-raga, raga 

which has arrangement of svaras that are 

not straight. 
BakhsukT-mallara (^n^P^-Hcdk) — A 

particular variety of Mallara raga created 

by Bakhsu, the famous musician of 

Gwalior gharana. 
Vaiika-gauda (qf lls) — Name of particular 

raga. 

Vahka-yukta anyanya raga-nama (qg^ 
3RTPT TFI HFf) — Other raga names with 
prefix vahka — Vahka-mallara, Varika-sri, 
etc. 



Bangasri — Name of particular raga. 

Bangala (^flcT) — Name of particular raga. 
Bangala-yukta raga-nama i<n^<w 7FT- 

^IPJ) — Names of ragas with prefix Bahgal- 

Bahgal-kanra, Bahgal-belavala, Bahgal- 

bhairava, etc.. 
BahgalT (Wf icil) — Name of particular raga. 
Vajra (°F3) — Auduva suddhatana, tana 

pattern consisting of 5 svaras. 
Vajrika (<Cd<*>l) — Name of a particular sruti 

(microtone); Matahgi. 
Bada khayal (^Tf7 TsTTrT) — Khayal of 

vilamvita laya (slow tempo), fit for vistara 

(expansion). [See : Khayal] 
Bad-glta, Bargita (^iftcT, — Gita of 

Assam. A regional variety of classical style 

of music. 

Bada danar tana (isgm cTH) — Gamak! tana 
(tana with gamaka embellishment) 
consisting of thick danas. [see : Dana] 

Bada-harhsa (^f-^) — Name of a parti- 
cular raga. Other name is Bala-harhsa. 

Badhat, Badhat (^cT, ^TCcT) — Vistara 
(expansion). Expansion of the small 
portions of raga, one at a time, as per rule. 
Vistara of raga in slow tempo, in a 
methodical way. Performing expansion 
with tana-palta. [See : Tana, Palta] 

Batris-thata (^fel — [See : Thata] 

Badana ('^)— A particular type of gita- 
prabandha (song composition). Expresses 
its own form. 

Baddhi (^fe)— Chot. Strip or strap of leather 
to keep the hide cover of membrano- 
phone instruments taut. 

Badhal (^T?) — Song of happiness on the 
occasion of child birth. Badhava. 

Banaglti (wfrfa) — Folk music prevalent 
among hunters, wood cutters, etc. class of 
people, residing in the hills of Bengal and 
their adjacent areas. 

Banamall («HMIdl) — Name of a particular 
tala. 
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V/Banaspati (^/<*i*hRi) — A particular type 
of anaddhavadya (membranophone) of 
Vedic era. 

V/Bandana (^/^^n)— Nandlmukha of 
Kathak nrtta. [See : Nandl, Sahgita] 

Bandis — Speciality in compostions 
of gita (song) or gat of string instruments. 

Bandhakara (^l+K) — Softness; to utter 
svara softly or by closing the mouth, or 
by uttering with I-kara or U-kara. 

Bandhan (^IH) — A particular variety of 
modern alapa, in which the dhatus or tuks 
(stanzas) of ancient nibaddha [See : 
Nibaddha] gita are used and various 
stages of vistara (expansion) are expressed 
starting with smaller circles and increasing 
the circles gradually. 

Banna (^=n) — Folk song of ladies, prevalent 
in Uttar Pradesh sung for the occasion of 
child birth. Mohar. 

Baran (^fT) — A faulty pronunciation of 
Varna'. Name of particular raga. 

Baran-yukta raga-nama (^1 ^ TFT W1) — 
Names of ragas with prefix Baran — 
Baran-nat, Baran-manjarl, etc.. 

Barva (Q&tt) — The correct pronunciation of 
the name of the raga 'Baroa' — prevalent 
in Bengal. The ancient stage of Thumari. 
Baroya. Baruyah. 

Barva- mallara (^^T-hcvik) — Name of a 
particular raga. 

Barabar — Equal. A particular stage. 
The speed (tempo) which is taken 
generally as normal. Medium tempo. 

Barabar tana («t <.i«k TTH) — Simple tana, 
maintaining sequence, in which svaras are 
used in singles. 

Barabar laya («ki«k Wf) — The laya (tempo) 
in which the song is being sung. Medium 
laya/ tempo. 

Baradl (^Tft) — Name of a particular raga. 
Barad or Biradi or Biadi laya (tempo). 

Baradi-yukta raga-nama (^TTit'g^T<l'l HIM) — 
Name of ragas with prefix Baradi — 



Baradi-kalyana, Baradi-kanara, Baradl- 
todi, etc. 

Varalf-madhyama ( =4 < ( efl iTwrq) — Tlvra 
(sharp) madhyama svara of Karnataka- 
paddhati (system) 

VaralT-mela (^tcft'fcr) — 6ubha-pantuvarall 
mela of Karnataka-paddhati (Mela no. 45). 

Varuna (^T) — Name of a particular tala. 

Barchipata (^r^MId) — A sketch of tana. 
(Barchi = spear) 

Varjita svara (^f% — In ancient times, 
those svaras, which were suitable for 
elimination to create S^dava tana 
(hextonic note patterns) consisting of 6 
svaras and Auduva tana (pentatonic note 
pattern), consisting of 5 svaras. During 
modern times, those svaras which are 
eleminated to create Sadava (hexatonic) 
or Auduva (pentatomic) ragas. Abando- 
ned svara. Left out svara. 

Varjya svara (^4 ^) — Svara, which is fit 
for elemination. The svara, which can be 
eleminated or left out when needed. The 
svara, which need not be included in a 
svara-arrangement. The svara, which is 
applied rarely. Vivadi Svara. 

[According to some opinion, there is no 
difference between varjya svara and 
varjita svara, but it must be remembered 
that 'Varjya svara' can be applied in a raga; 
while 'varjita svara' under no 
circumstances can be applied in a raga.] 

Varna 1 (^ 1) — Act of singing. Padas made 
up with the help of svaras, with whose 
appropriate help, ragas, gitas are 
composed. Gana (song). Act of expansion 
of svara, padas, etc. in a song [by proper 
arrangement of svaras for manifestation 
of the form of the raga.]. Varna is of four 
types, e.g. — 1. Sthayi-varna, 2. Arohi- 
varna, 3. Avrohi-varna and 4. Sancari- 
varna. 

1. Sthayi-varna — The product achieved, 
when one svara is repeatedly applied. 

2. Arohi -varna — A varna is created, when 
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a svara arrangement or a bunch of svaras 
are applied in an ascending movement. 

3. Avrohl-varna — A varna which is created 
by descending movement of a number of 
svaras. 

4. Sancari-varna — A varna which is created 
by mixed movement of svaras. 

Varna 2 (^f 2) — Application or utterance 

of varnas, e.g — Udatta, Anudatta, Svarita 

and Kampita. 
Varna 3 («r"f 3) — A particular type of 

Karnataka prabandha. 
Varna 4 (^"f 4) — Syllables of vadya 

(instrument) or nartana (dance). 
Varnam — Part of acting with gesture 

of 'Bharta-natyam' dance style. A 

particular style of song of Karnataka 

paddhati. 
Varna-gana (^>f-*TO) — [See : Gana] 
Varna-sadharana (^f-THmTT) — When one 

varna is present in two or more 'jatis' [See : 

Varna, Tati] 
Varnana (3"faT) — To do vistara/ expand/ 

describe. 
Varnata f^lfe)— Singer. 
Varnatirikta (^PTffMw)— A variety of 

alahkara (ornamentation). [ See : £uddha- 

lahkara] 

Varnabhinna (^"ipFT) — Name of particular 
tala. 

Varnalahkara (e|U|fcl£-K)— [See : Alahkara] 

Varnya (^4)— Nayaka. 

Varsini (qftil) — Name of a particular raga. 

Varsl-mallara (#T-HetriK) — Name of a parti- 
cular raga. 

Varhi (^)— [See : Tana] 

Bal (^?T) — Corruption of Sanskrit word 'bali'. 
Moving in circuits of three svaras. Quality 
for utterance of svara feebly or with force. 
Volume of the svara; Volume; force of 
Svara. Abilitiy to beautify. 

Bal-Pec (^T-'fe) — Tanas with complicated 



avartana (circuits). To form tanas with the 
help of two or three types of avartanas. 

Bal-bhit 03crf»TcI)— [See : Tana] 

Balancita («iciiP>^cii) — Rama-vina. 

Balati («MlPd) — Name of a particular raga. 

Bali (^i?T)— [See : Gamaka] 

BallakI («lcr)<+il) — A particular type of vlna. 

Basikarana (<w1<M"l)— Auduva suddha- 
tana (pentatonic note arrangement) [See : 
Tana] 

Basanta (^RT) — Name of a particular raga. 
Name of a particular tala. 

Basanta-yukta raga-nama (^RTJ^ TPT- 
TR) — Name of ragas with prefix 
Basanta — Basanta-kumari, Basanta- 
kedara, Basanta-candrika, Basanta-kali, 
Basanta-narayanI, Basanta-pahcama, 
Basanta-baradi, Basanta-bahar, Basanta- 
vijay, Basanta-belavala, Basanta-bhairava, 
Basanta-bhairavl, Basanta-mukhari, 
Basanta-llla, etc.. 

Basanti («<U-dl) — Name of a particular raga. 

Basantl-yukta raga-nama (^TT^n* 
TR-'TR) — Names of ragas with prefix 
Basanti— Basanti-kanara, BasantT-hindola, 
etc. 

Vastu (^3)— An ancient variety of 'praban- 
dha' (classical composition). Ancient gita- 
prabandha consisting of three dhatus 
(stanzas) and five ahgas. Tuk or carana of 
Gandharva gita. [See : prabandha, ahga] 

Vastran OTOFJ) — Kastha-tarahga instrument 
of Mayamar (Burma). 

Vahani (^Fft) — A variety of sthaya. [See : 
Sthaya] 

Bahadurl (<^l$fl) — Name of a particular 
raga. 

Bahadurl todi et^t)— Name of a 

particular raga. 
Bahar, Bahar («TFR, ^TFTT) — Name of a 

particualr raga. 
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Bahar-kanara (^FK-^FrRTT) — Name of a 
particular raga. 

Bahirgita (qfs'fla) — The first nine performa- 
nces applied in Purvarahga of ancient 
natya (drama). [See: Purvarahga] 

Placement of singers and players and their 
rehearsal as per direction, behind the 
screen before the commencement of the 
drama performance. 

Bahirdvarik-yantra («lfi&ttH-*R|)— Dhak, 
dhol, etc. anaddha vadyas (membrano- 
phones) used in processions etc.. [See : 
Vadya] 

Bahil (^f?eT) — To bring in novelty in raga 
by acts of fast tempo. 

Bhahumil (q§iH<n) — Harmony. 

Bahu sou varna (q§«|q u t) — A particular type 
of Sadava suddha tana consisting of 6 
svaras. [See : Tana] 

Bahutva — The svaras that are much 
applied or applied repeatedly in raga. 
These are of two types, e.g. — Alahghana 
and Abhyasa. [See : Alahghana, Abhyasa] 

Bahu-prayoga (^g-3Rt T I) — Name of a parti- 
cular raga. 

Bahula-prayoga (^[cl-T'flT) — A svara 

applied repeatedly in a raga. 
Bahula-bhairava (3§eT-$*3) — Name of a 

particular raga. 
Bahuli C^f?ft) — Name of a particular raga. 
BahulT-gurjarT (^eft-^pfft)— Name of a 

particular raga. 
Bahelava, Bahelao (^cHi sr^Tait)— Slow 

or dhima vistara (expansion) with the help 

of single or joined orderly arangement of 

svaras, which is applied in Khayal singing. 
VarhSa (^l) — Varhsi (flute). A particular 

type of wind instrument. 
Varh^a-gati (WTl%)— Method or skill in 

playing flute. This is of five types, e.g. — 

1. Kampita, 2. Balita, 3. Mukta, 4. 

Ardhamukta, 5. Nipidita. 



Varhsi (^ft) — A particular type of wind 

instrument. 
Bai, Bal (^Tf , ^lf) — Professional songstress 

or dancing girl. 
Bain (^T) — Instrument player. 
Baul («ii<tti) — Later version of Sahajiya sect. 

A sect following more modern views than 

Natha community's, which preach 

through the medium of songs, the 

philosophical idiology of dehatatva 

(physiology). A particular branch of 

Vaisnava sect. 
The word also means' Baora', pagal (mad). 
Baul gana (^T3cT Wf) — Songs of the Baul sect. 

[See : Baul] 
Vak (^13j) — Word, Pada. A particular state 

of nada (sound). 
Vak-prakrti (qi<* v H<j>fa) — Four kinds of vak, 

e.g. — 1. Para, 2. PasyantI, 3. Madhyama, 

4. Baikhari. 
Bakura (^1^1) — A particular type of Vedic 

instrument. 
Bakhrej («*i<g)>j|) — Name of a particular 

raga. 

Vaga C^FI) — Gamaka. 

Vaglsvari, Bagesri (^Pft*^ Wfeft) — Name 

of a particular raga. 
VaglsVari-yukta raga-nama (3Fft <\<\ 

TR) — Names of ragas with prefix 

Vaglsvari — Vagisvari-kanara, Vaglsvarl- 

kos, Vagisvari- bahar, etc.. 
Vaggeyakara (qi"l<<<*>K) — One who is a 

singer and a poet at the sametime; equally 

competent in composing words and tune 

in a song. 

Vaggeyakara-guna (eH'l^chR-Tpi) — Good 
qualities of a Vaggeyakara, e.g. — 
(1) Sabdanusasana jhana — (one who has 
the knowledge of discipline of words); (2) 
Abhidhana-pravinata (knowledge of 
dictionery); (3) Chandoprabheda veditva 
(knowledge of different chandas); (4) 
Alahkara kusalata — (expertise in use of 
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alarikara); (5) Turya tritaya caturya (clever 
in trumpet type of instruments); (6) Hrdya 
£arira-salita (pleasant physiology) 

(7) Layatala- kala jhana (knowledge of 
tala- kala-laya); (8) Kaku-viveka (cons- 
ciousness about kaku); (9) Rasa-bhava- 
parijnana (Knowledge of rasa-bhava); 
(10) Desa-kala parijnana (knowledge 
about place and time); (11) Asesa bhasa- 
vijnana (knowledge of many languages); 
(12) Kala 6astra-kusalata (Expertise in 
arts); (13) Prabhuta pratibha-sampannata 
(possess-ing plenty of talent); (14) Sravya- 
geyata (audible singing); (15) Desi- 
ragabhijnana (knowledge in Desi ragas); 

(16) Vakpatutva — (clever in speech); 

(17) Rosadvesahinata (lack of anger and 
jealousy); (18) Sardratva (connoisseur); 

(19) Oucityavo-dha (sense of correctness); 

(20) Svadhina racana-ksamata (ability to 
compose independently); (21) Nava nava 
dhatu-nirmana sakti — (ability to compose 
new dhatus); (22) Paracitta-parijnana — (to 
sense others feeling); (23) Prabandha 
laksana parijnana (to understand 
characteristics of prabandha); (24) Druta 
gita-nirmana sakti (ability to compose 
song quickly); (25) Padantara-laksana 
vinisciti (to be sure about characteristics 
of lyrical compositions and tala divisions); 
(26) Tristhana-gamaka-proudhata (experi- 
enced in gamakas covering three sthanas 
or octaves); (27) Alapti naipunya (expert 
in alapti) and (28) Avadhana (watch- 
fulness/ carefulness) 

Vaggeyakara dosa (=d"^+K ^fa) — Faults of 
a Vaggeyakara, e.g. (1) Gramyokti (rural 
pronuncitation); (2) Apasabda vyava- 
harah (use of bad words; (3) Aprastuta 
(unprepared); (4) Gamake jadya (dullness 
in gamaka); (5) Pade jadya (dullness in 
pada), (6) Prabandha- jnana-hinata (no 
knowledge in prabandha); (7) Rager 
rasanurupatva sambandhe ajfianata 
(ignorant about rasas of ragas); 

(8) Rasanukula ragavicare abaidagdha — 



(inexperience in choosing ragas of right 
rasa); (9) Kriya-nirbahanajhatva (igno- 
rance in proper performance); (10) Manda- 
sarlrata (Small in stature); (11) Maner 
nunyadhikatva vicare ajfiata ignorance in 
judging volume (12) Ritibhahga (to break 
systems) (13) Chaya-paricyuti (deviation 
from image); (14) Ganer samayjhana 
hlnata (no sense of time for singing); 
(15) Asravya-gana-karma (inaudible 
singing); (16) Laksana-hina, dhatu-matu 
prayoga (application of dhatu-matu 
without observation). 
Vaggeyakara prakara (=ll IJ "l^<+)Ky+K) — 
There are three types of Vaggeyakara, 
eg — 

1. Uttama vaggeyakara — good ones, who 
are fully conversant with the following 
subjects, e.g. — 

(a) Vyakarana (grammar), Abhidhana 
(dictionary), Chanda (poetieal metre), 
Alahkara (embellishment), Rasa (senti- 
ment), Vibhava-anubhavadi (sentiment, 
feeling), Nana deslya-ritimti o bhasa 
(customs and language of many regions), 
Kalasastra pravrtite abhijhata. (experience 
in introducing sastras of art) 

(b) Saundaryabodha — Sense of beauty. 

(c) PratibM — talent. 

(d) Svara yojanaya vaisistya — variety/ 
speciality in composing. 

(e) Vak patutva — Expertise in talking. 

(f) Gita-vadya-nrtya caturya — expertise in 
singing, dancing and playing instruments. 

(g) Laya tala-kala-jnana — knowledge in 
laya-tala-kala. 

(h) Desl-raga jnana — knowledge in 
Deslragas. 

(i) Atmajaya — to conquer oneself, 
Ekdgrata — concentration, 
Oucityabodha — consciousness for acting 
correctly. 

Paracitta-parijnana — sensing others' 
feelings. 

(j) Dhatu nirmana o alaptite kusalata — 
expertise in composing dhatus and alapti; 
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Druta gana racanay siddhahastata — 
deftness in composing songs promptly; 
Tristhana gamaka ksmata — ability to 
cover gamakas in three octaves. 

2. Madhayama Vaggeyakara (W!c(H^+K) — 
Medium vaggeyakara-Matu sambandhe 
alpa jnana sampanna — possessing little 
knowledge about matu, or Dhatu-matu 
sambandhe jfian thakile-o-prabandher 
jfian alpa — or, though knowledgeable 
about dhatu-matu, knowledge about 
prabandha is limited. [See : Dhatu, Matu] 

3. Adhama Vaggeyakara (3T*rq ^TFTfacFTT)— 
Inferior vaggeyakara — Matu sambandhe 
uttam jfian kintu dhatu jhan alpa — 
possessing good knowledge about matu 
but knowledge of dhatu is limited. [See : 
Dhatu, Matu] 

Baghbandlr gana (^ra^ft TIH) — Particular 
type of verses of Bengali rural areas. 

Vacika-abhinaya (qiF=i<* arfwi) — That port- 
ion of acting, which expresses sentiments / 
emotions through speech or by use of 
proper language. 

Baj 1 1 ) — Baj is a Persian term which 
means 'to play'. From this, the meaning of 
'baj' has become 'method of playing'. 

Though special rules are prevalent for 
playing alapa types of baj of string and 
membranophone instruments practised 
by experts of different gharanas, (e.g. 
Bfnkar-baj, RababT-baj) the term 'baj' is 
generally used with gat and its expansion, 
and theka and its expansion through bol- 
bani (syllables). 

It is noticed that the term is specially applied 
in connection with sitar and tabla. 
Therefore when 'baj' is mentioned it 
generally means a) baj of sitar and b) baj 
of tabla. 

(a) Sitarer-baj (fadlU ) — Baj of Sitar, 
e -g — 

1. Amirkhani-baj, 2. Firojkham baj, 3. 
Masidkhani baj, 4. Jaipurl baj, 5. Seni baj, 
6. Razakhanibaj and 7. Imdadkhani baj. 



(b) Tablar-baj (cHdK Baj of Tabla, 

eg — 

1. Delhi baj, 2. Lucknow baj, 3. 
Farukhabad baj, 4. BanarasI baj and 5. 
Pafijabi baj. 
Baj 2 (^T3^2) — Method of playing of instur- 
ments. 

Bajkhai (^R#f ) — Imitated javari-yukta' 
(resonant) voice of Gujarat's ruler 
Bajbahadur (Baj Khan) who was a 
contemporary of Mughal Emperor Akbar. 
According to some, it is the sound which 
is loud, harsh and cracked [See : Javari] 

Bajna (<ni*in ) — A musical instrumental 
piece. To play. Sound of musical instru- 
ments. Musical instruments. 

Bajapeya ( «IF3Pfa) — [See : Tana] 

Baja (^F3TT ) — Musical Instruments. 

Batton (W^) — Button, Lahgot. The lower 
end of Vina type of string instruments, 
where the strings are attached. 

Badhat (*lT3q)— [See : Badhat] 

Bana (^M 1) — Bana denotes five numbers, 
or No. 5. 

Bana 2 (^m 2)— A Vedic vina of the shape 

of a bow. 
Bana gana ( WT T m) — [See : Gana] 
Bana-cihna ( WT f^f) — A particular sign of 

Dandamatrik Svaralipi (notation system) 

[See : Svaralipi] 
Van! (^Flt) — Varna. Words. Language. 

Padas or words of a song. Syllables of tala. 

Vaskaran. Vacaskaran 
Vadaka (qi<;*) — Player of instruments. 

[See : Sthapana] 
Vadaka guna (^T^r ^pi) — 

(A) Qualities of Vina vadaka (vlna 

players). 

1. Ragadi tatvavit — knowledgeable in 
ragas and other theories. 

2. Glta-vadana kovid — Being expert in 
singing and playing. 

3. Susarira — Having good physique. 
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4. Savadhana — Careful. 

5. Jitasrama — Untiring. 

6. Jitendriya — Self- restrained. 

7. Pragalbadhl — Having no arrogance. 

8. Susthira — Calm, firm. 

9. Nirbhaya — Fearless. 

10. Sundara-dehi — Having beautiful body. 

(B) Qualities of varhsl-vadaka (flute 
player) : — 

1. Anguli-sdranadaksa — Being expert in 
moving fingers. 

2. Samyaksthan-raksakari — Maintenace of 
the right sthanas. 

3. Ragamadhurya-tatvajna — knower of 
beauties of ragas. 

4. Madhurya saha vega-gamanaksama — 
Ability to move fast, maintaining 
sweetness. 

5. Prabandha vadanaksama — Ability to play 
prabandhas. 

6. Gayaker prakrsta anusaranakari — Ability 
to follow the singer well. 

7. Gayaker dosacchadanakarl — Ability to 
cover up faults of the singer. 

8. Apastliane ragabhivyanjanakarl — To make 
up with ragas at odd places. 

9. Sarva rage daksa — Being expert in all 
ragas. 

(C) Qualities of mrdahga-vadaka : — 

1. Suspasta vadyaksara prakasakarl — One 
who expresses the syllables clearly. 

2. Raiijaka — colourfulness/ pleasing. 

3. Gitacchayanusarane pravina — Learned in 
following songs. 

4. Madhura O uddhata vadye abhijha — 
Expert in playing sweetly and arrogantly. 

5. Dmtahasta — Fast with hand movements. 

6. Savadhana — Careful. 

7. JitaSrama — Untiring. 

8. Mukhavadya patu — Expert in uttering 
the syllables. 

9. Raktidayaka vadanaksama — Ability to 
play musical instruments pleasingly. 

10. Anyanya vadya vaicitrya anusarane 
patu — Expert in following specialities of 
other instruments. 



11. Yati-tala-layajna — Knowledgeable in 
yati-tala-laya. 

12. Gitanugami — Follower of gita (song). 
Vadaka-dosa (°IT^?> ^fa) — Faults of play- 
ers — Absence of the good qualities or 
doing the opposite or unnecessary things. 

Vadana (^l^T) — Method of playing. Act of 
playing. Vedic term for kon (plectrum), or 
danda (stick). 

Vaditra (qi<0*) — Vadya, musical instru- 
ment. 

Vadi (3Kt) — The main svara of the svara- 
grama. Amsasvara. The main svara of a 
raga. The arhsa svara which is the main 
helper in expressing a raga. The svara 
which is used most in a raga. 

The svara consisting of prominence of a 
king, his qualities, and necessities. 

Vadya (3T3I) — A thing which can be played; 
Atodya [See : Atodya]. Instruments made 
with the application of strings, hide etc 
and are musical, which can be played. 
Instruments are of four types, e.g. — 1 . Tata 
(chordophone/string), 2. Anaddha or 
avanaddha (membranophones), 3. Susira 
or S\isira (wind/ aerophones), 4. Ghana 
(idiophones). 

1. Tata vadya — Instruments which are 
played with the help of strings. 2. 
Anaddha or avanaddha-vadya — 
Instruments which are covered with hide 
and played. 3. Susira or susira vadya — 
Instruments played by blowing air. 4. 
Ghana vadya — Instruments made of solid 
metal or wood. 
Measurements of Vedic era — 1 Ahguli 
(finger) = approx 3/4", 8 musti (fist) = 2 
hasta (hand) = approx 3',1 hasta (hand)= 
approx 1W. 

1. Tatavadya (cTcl^ra) — These are of two 
types, e.g. — (a) The variety played with 
the help of nails, kon (plectrum) or danda 
(strick), java or mizrab (plectrum), and (b) 
the variety played with the help of a bow. 
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Tata vadyas are again divided into two 
classes — 

(1) Vedic and (2) Post-Vedic. 

1. Vedic tata- vadya — 

1. Apaghatalika — Unknown kind of vina. 

2. Alabu — Unknown kind of vlna. 

3. Aghati — Vina made of a kind of cane/ 

4. Aisiki — Unknown kind of vina. 

5. Oudumbari — Vina made of udumbara- 
wood. 

6. Kapistrstl — Unknown kind of vlna. 

7. Karkari — A particular kind of vlna. 

8. Kanda vlna — Vina having a danda 
(fingerboard), made of cane. 

9. Katyayanl — Satatantri vlna. 

10. KaSyapt — Kacchapi vlna. 

1 1 . Ksona, Ksounl — Unknown kind of vlna. 

12. Godh 'a — Vina whose upper part of the 
tabli or tumba (drum) is covered with the 
hide of godha or iguana. 

13. Tambala — Unknown variety. 

14. Pinga — Vina played with a bow. 

15. Picchora, Picchola — Instrument played 
with kon (plectrum). 

16. Pislla — Unknown variety. 

17. Vakra — Vina played with a bow. 

18. Vana — Satatantrl vlna. 

19. Mahavlna — Unknown variety. 

2. Post-Vedic tata vadya — 

1. Alavanl — Unknown variety of vina. 

2. Alapinl — A particular ancient vlna 
which has a danda (fingerboard) which is 
10 musti, (about 3 3 4') long, fretless and 
with strings made of lambs' intestine. 

3. Unnata — Unknown variety of vlna. 

4. Eka-tantrl — Eka-tara (with one string). 
It consisted of a drum made from 
bottlegourd shell, to which a bamboo 
danda (rod) was attached and only one 
peg was attached in the upperpart of the 
danda. 

It had one string which was made of steel. 

5. Kaccapl — [other name is 'Rupavati'] The 
head was 18 anguli (fingers) long and 14V4 
anguli broad. The back tapered down 
gradually from a raised state; danda 



(finger board) was 13 fingers long; the tail 
was 6 fingers long. It had five strings, out 
of which at least 3 were made of goats' 
intestine. Tabli, the open top of the drum 
was covered with hide. [1 anguli (finger) 
= approximately 3 4"] 

6. Kapilas, Kavilasika, Kapilasika — [Kailasa, 
Adya] 

A particular vlna of Ekatantri type, whose 
danda was about 10 angulis long and 
made of bamboo; a tumba (drum) (made 
of gourd shell) used to be attached with 
it. Jiva [thread for (resonace) jowari] was 
applied in this. The string was made of 
steel. 

7. Katyayani vina — Satatantri vina. 
Svaramandala. 

[It is worth knowing, that, §atatantrl did not 
mean a vina having 100 separate strings. 
Actually, there used to be three strings, 
two strings of which had 33 strands each 
and one string had 34 strands, that is 
33+33+34=100 strands. Thus, a vina 
consisting of Satatantrl (S>ata = hundred, 
tantri = string and gaci : = strand) had 
three strings arranged in this manner.] 

8. Kinnari — This ancient vina was of two 
types, e.g. — (a) Brhat-kinnari and (b) 
Laghu-kinnari. There were three tumbas 
(gourd shell) and the vina was made of 
bamboo or wood, with three strings and 
12 frets. 

9. Kukkuri — Unknown variety of vina. 

10. Kubjika — Unknown variety of vina. 

11. Kurma, Kurml — Similar to Kacchapi 
vina. 

12. Ghona — Unknown variety of vina. 

13. Ghosavatl — Unknown variety of vina. 

14. Citra — Saptatantri vina (Seven- 
stringed) played with nails. 

15. Cautara — Vina, consisting of four 
strings. 

16. Jaya — Unknown variety of vina. 

17. Jyestha — Unknown variety of vina. 

18. Tliamsari — Unknown variety of vina. 

19. Tantri — Unknown variety of vina. 
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20. Tumburi, Tumbarl — Vina consisting of 
two tumbas (gourd), 8 musti (=2 hastas 
=3 ft.) long danda (finger board), strings 
made of silk or goats' intestine. Number 
of strings =3. 

21. Tumbi Vina — Unknown variety of 
vina. 

22. Tritantri — Vina consisting of three 
steel strings. 

23. Trisvari — Unknown variety of vina. 

24. Dhusari — Unknown variety of vina. 

25. Nakuln — Unknown variety of vina. 

26. Nakulausthi — Unknown variety of 
vina. 

27. Nibaddha — Unknown variety of vina. 

28. Parivadini — Vina consisting of 7 steel 
strings. Shape is like Vipanci vina. 

29. Pinaki — A vina with one string, made 
from goats' intestine and played with bow. 
The length of its danda (finger board) is 1 
hasta (1W). 

30. Puskala — Unknown variety of vina. 

31. Vallaki — Unknown variety of vina, 
consisting of 6 strings. 

32. Bahanti — An unknown type of vina. 

33. Vipanci — Played with Kon (plectrum), 
consistinjg of 9 strings and it resembled 
the shape of Rudravina. 

34. Vina — An unknown type of vina. 

35. Vaisnavi — An unknown type of vina. 

36. Brahmavina, Brahmi — An unknown 
type of vina which consisted of 24 strings. 

37. Mattakokila — A type of svaraman-dala. 

38. Madhusyandi, Madhusravd — An 
unknown type of vina. 

39. Mahatl — Vina made of bamboo, which 
consisted of two tumbas (drums), 19 to 22 
frets, 4 main strings with three sympa- 
thetic strings. 

40. Mahavina — Vina, consisting of 21 
strings. 

41. Yantra — Vina made of hollowed 
wood, measuring about 2 hastas (appro- 
ximately 3'), with 2 tumbas, five strings 
and 16 frets. 

42. Ravani, Ravanahastd — A particular 



instrument played with a bow 
(dhanuyantra) 

43. Rudra vina, Roudri — Vina consisting 
of two tumbas (drums), wooden danda 
(fingerboard) measuring \VA musti long, 
main-string, side-strings, two sruti-strings 
and 18 frets. Jiva (silken thread for 
resonacne) was used with this. 

44. Satatantri — A particular svaramandala 
type of instrument. [See : Footnote of 
Katyayani vina] 

45. Sakani — Unknown type of vina. 

46. iruti vina — Unknown type of vina. 

47. Sarasvati vina, Sarasvati — Vina shaped 
like Mahati. 

48. Sarangi — A dhanu-yantra (played 
with bow) made out of a block of wood, 
fretless, with tumba (drum) covered with 
hide, and with three strings made from 
goats' intestine. Its length was about YA 
hasta. 

49. Sourandhri — Unknown type of vina. 

50. Svaramandala — An instrument, about 
VA hasta long, consisting of many strings 
laid lengthwise on a wooden box. It is 
played with finger or mizrab (plectrum). 

51. Unknown variety of vina. 

(3) Madhya (medieval), Adhunika (modern) and 
AH- adhunika (very modern) yuglya (era) 
tatavadya — String instruments of 
medieval, modern and very modern era — 

1 . Alabu sarangi — A type of Sarangi which 
has a bottle gourd tumba (drum). 

2. Anandalahari — Gabgubagub. Khamru. 
Its tumba (drum) is hide covered and 
attached to that is a string of steel, which 
is played only with a java (plectrum) or a 
piece of coconut shell. A piece of wood is 
attached to the open end of the string. 

3. Ektara — One stringed. Eka tantri. An 
instrument made of a wooden or hide 
covered rumba and attached with a fretess 
danda, above which only one string passes 
over a bridge and is wound with a peg at 
the top. It is played with the finger. 

4. Esraj — Esrar vadya. Made out of one 
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piece of wood. Top of the drum is covered 
with hide and the danda (finger board) has 
frets. It is played with a bow. 

5. Kanun — A small sized Svaramandala 
with 21 strings. 

6. Kinnarl — A Vina with 12 frets. It has 3 
tumbas (drums). 

7. Kedda — Kanda vina. 

8. Koyela — A variety of Esraj, invented 
by Sureshchandra Chakravarty. It 
produces sharp sound of tara sthana 
(higher octave). 

9. Khasak — Ananda lahari. 

10. Goplyantra, Gopicand — An instrument 
made of split bamboo and bottle-gourd 
shell, covered with hide. It has one string 
for playing. The string is played by finger, 
and by pressing against the split bamboos, 
mid kind of alaiikara is produced. 

11. Candra Saram — A kind of sarinda 
vadya innovated by ustad Alauddin 
Khan. 

12. Cikara — A kind of sarahgl, in the shape 
of portmanteau and attached with a 
tumba (drum). 

13. Cautara — A folk instrument consisting 
of four strings and is used as ektara. 

14. Taws — A version of Esraj, in which a 
face of peacock made of wood, is attached 
with the tumba (drum). 

15. Tanpura — Distorted pronunciation of 
Arabic Tanburah or 'Tumbari'. It is about 
2Vi hasta long, with 4 strings [in modern 
days, some people use six strings also], its 
tumba (drum) is made from bottle gourd, 
and is attached with a fretless fingerboard. 
It belongs to the class of 'avaghosa' 
(drone), which is played by the finger. 
Tune of a song or gat connot be played on 
it. Tanbur is an Arabic vina, which has 
frets and is played by both hands. 
[Tumbari has been already discussed]. 

16. Tar-sanai — It is a kind of Esraj, which 
emanates loud sound, due to attachment 
of sound box of a gramophone. The 
inventor of Tar-sanai was Nagen Mandal. 



17. Dilruba — Ancient version of Esraj, in 
which the tumba (drum) is like that of 
Sarahgl and many tarab (sympathetic) 
strings are attached on the danda (finger 
board). 

18. Dotara — Ektara type of instrument 
with two strings, [some people call 'Svaraj 
as 'Dotara]. 

19. Nabdin — Improved version of 
Tantona. Goplyantra. 

20. Pena — A Manipuri instrument resem- 
bling Ektara played by a bow. Another 
name of Pinakl. 

21. Vicitra vina — It consists of two tumbas 
(drums), a fretless wooden danda (finger 
board), and is played with an egg-shaped 
crystal piece. 

22. Bin — Vina, prevalent in North India. 
It is a vina consisting of two tumbas 
(drums) and a bamboo danda (finger 
board) which is 2 hasta long. It has 22 frets, 
4 main strings and 3 Cikari strings. The 
main strings are tuned on M, S, P and G, 
in this order. Bin is played with the nails 
or mizrab. 

23. Brahnabln — An instrument built over 
a wooden portmanteau which is 3W long, 
6" broad, 9" high, on which 4 strings are 
placed and tuned like tanpura. It has an 
extra side-string tuned on 'S' of tara- 
saptaka (higher octave). It is a new version 
of tanpura. 

24. Brahma vina — Another name of 
'Ektara. 

25. Bhramarl — A small sized Sitar 
invented by Sureshchandra Chakravarty 
and named by Kaji Nazrul Islam. 

26. Mandra-bahar — Invented by Sahgita- 
sastrl Sureshchandra Chakravarty, a type 
of Esraj which is useful to express svaras 
of mandra sthana (lower octave). 

27. Mayurl — Other name of Taus. 

28. Ran-sanai — Sarahgl instrument, attac- 
hed with a sound box of gramophone. 

29. Rabab — An instrument made out of a 
wooden block, whose tumba (drum) is 
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covered with hide, and has six gut strings. 
It is played with 'kon' or jawa/java 
(plectrum) and salka or nails. The strings 
of Rabab are tuned according to the 
following manner SG P,S Ri P. 

30. Santur — Svara mandala. Satatantri 
vina prevalent in Kashmir region. [ It is 
worth mentioning that there is a vast 
difference between Vedic Satatantri vina 
and above mentioned regional Satatantri 
vina. [See : Svara-mandala]. 

31 . Sarasvati — [mentioned earlier] 

32. Sarod — Smaller sized rabab, consist- 
ing of cikari strings and other strings made 
of metal and its danda (finger board) is 
covered with metal sheet. 

33. Sarangi — [mentioned earlier]. 

34. Sarabat, Sarada — A variety of Sarangi 
played with 'java' (plectrum). 

35. Sarinda — It looks, like Sarangi, danda 
(finger board) is like violin and tumba 
(drum) is like Esraj. The outer niche of the 
tumba is more prominent and there is no 
hide cover on upper portion. 

36. Sitar — Satar, Setar. An instrument that 
looks like tanpura and consists of seven 
strings and 16 to 19 frets. It is played by 
mizrab. Out of the 7 strings 4 are main and 
3 are not, out of which 2 are cikari strings. 
The strings are tuned from the outer side 
in the following sequence — M S P.S,P,S 
6. Sitar is of two types, (1) Sur-sitar, which 
has a roundish tumba (drum) and (2) 
Kechua sitar, which has a flatfish tumba. 
Apart from these two there is another sitar 
called 'tarabdar' with a few tarab 
(sympathetic) strings attached. 

37. Sur-ayna — Vina instrument devised by 
Pramathanath Bandopadhyay. 

38. Sur-cain — Vina instrument devised 
by Husain Khan. 

39. Surbahar, Surbahar — A variety of large 
sized tarabdar sitar attached with 
comparatively thicker strings. Inventer is 
Ghulam Muhammad Khan. 



40. Sursrhgar, Sursingar — A version of 
Rabab, having the top part of its danda 
(finger board) covered with metal-sheet 
and tumba (drum) covered with wooden 
covering. Its strings are metallic and it has 
three extra cikari strings. 

41. Sursagar— A variety of sarangi 
invented by Mumman Khan. 

42. Sursota — A version of tanpura, having 
the danda (fingerboard) made of bamboo 
and the tumba (drum) shaped like a box. 

43. Svaramandal — This instrument is of 
three varieties, e.g. — (a) KatyayanI, (b) 
Kanun; and (c) Santur. 4 strings are main 
in Santur while the rest 96 strings are 
tuned to express 12 svaras. 

44. Svaraj — Small version of sarod. It has 
4 strings. Some people call it dotara. 

Daksin-Bharatlya tata-vadya — String 
instruments of South India — 

1. Got tu vadyam — Fretless vina played 
with wooden stick. 

2. Dhenka — A variety of Kinnarl Vina, 
which has two tumbas (drums) made of 
coconut shell and frets made of cowrie. 

3. Tuntina, Tantona — A variety of 
'Ekatantri'. [See : Ekatantri] 

4. Nanduni — An instrument consisting of 
three strings, seven frets and played with 
'kon' (plectrum). 

5. Balakokila — A vina resembling "maha- 
nataka". 

6. Balasarasvatl — A vina resembling 
'mayuri'. 

7. Mahanataka vina — Gottuvadyam. [See : 
Gottuvadyam] 

8. Yaj — An ancient Tamilian 'harp' type 
of vina consisting of many strings. 

9. Yal — Ancient Tamilian vina. 

10. Sarasvati vina — Vina consisting of 24 
frets, two tumbas (drums), and made of 
wood. The lower tumba is made of wood 
and has a covering (tabli). 

2. Anaddha vadya : (membranophone) 
(drum type of instruments) 
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(A) Vedic anaddha vadya — 

1. Adambar, Adambar — Unknown kind of 
'Pataha' vadya. 

2. Gargara — Unknown kind of anaddha- 
vadya. 

3. Dundubhl— 'Bheri'. [See : (B) Vedapascat 
anaddha vadya No. 26] 

4. Banaspati — The instrument which is 
made by digging a hole at the root of the 
tree and cover it with a piece of hide. 

5. Bhumi- dundubhi — The instrument 
which is made by digging a hole on the 
earth and cover it with a piece of hide. 

(B) Vedapascat anaddha vadya (post Vedic 
anaddha vadya) 

1. Ankya — Mrdahga class of vadya. 

2. Anaka — Dundubhl class of vadya. [See : 
Dundubhl] 

S.Alingya — Barley shaped Mrdahga. [See : 
Mrdahga] 

4. Upanga — Unknown type of anaddha 
vadya. 

5. Urdvaka — A particular type of 
Mrdahga. [See : Mrdahga] 

6. Karanga — Unknown type of anaddha 
vadya (membranophone). 

7. Karata — A variety of Dundubhl. [See : 
Dundubhi] 

8. Kudukka, Kuduba — Hudukka class of 
instrument. 

9. Khanjarl — Round shaped wooden 
piece, with one side covered with hide. 

10. Gopuccha — A particular variety of 
mrdahga. 

1 1 . Ghata — Earthen pot covered with hide. 

12. Ghadas — A variety of Hudukka. 

13. fhallarl — Jharjhar, Kada. 

14. Tamki — Tumbaki. 

15. Tattari— A type of Pataha. 

16. Dakka, Danka — A type of Dhak. 

17. Damaru — A small sized leather 
covered instrument which is compressed 
in the center and whose two sides are 
broad. 

18. Dindim — A type of Dhol. 

19. Dhakka— Dhak. 



20. Dhabas — Dhakka class of anddha 
vadya. 

21. Tumbaki — Small sized version of 
Damama. 

22. Turya — Turi. 

23. Trivati — Nakara class of vadya. 

24. Daijda-dhakka — Damama . 

25. Dardar, Dardur — Mrdahga type of 
vadya. 

26. Dundubhl — An instrument made of 
wooden shell, covered inside with bell- 
metal, and having the face covered with 
hide and played with a stick made of hide. 

27. Deva-dundubhi — A variety of Dundu- 
bhi. 

28. Nihsana — A type of Damama, which 
is played with rope made of hide. 

29. Pataha — An instrument, with a broad 
centre and two faces, the right face being 
11V4 ahguli long and left face lOVi ahguli 
long. These two hide-covered faces used 
to be played with hand and stick. Marga- 
pataha was large in size. Desi-pataha was 
small and it was played by hand. 

30. Panava — Mrdahga type of vadya. 

31. Puskara — Mrdahga type of vadya. 

32. Bheri — An instrument made of copper, 
which is Vh hasta long, has two faces, each 
1 hasta in diametre and covered with hide. 
Its right face is played with stick while left 
face is played with hand. 

33. Mandidakka, Madduka — Dhakka, 16 
ahguli long and face about 8 ahguli across. 
(Face, covered with hide). Mandidhakka 
was used as an accompaniment with 
ancient Carya-gana. 

34. Mardala — Dhol (drum) type of vadya. 
A variety of Mrdahga. 

35. Muraja — A particular Mrdahga with 
its face upward. 

36. Mrdanga — An anaddha vadya made 
out of Vh hasta long barley shaped 
wooden piece. Its right face was \Vh 
ahguli and left face 12 ahguli. Hide- 
covered, these two faces were kept taut 
with hide strings and pellets or balls. In 
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Mrdahga the left face was applied with 
'Kharll', (a special paste) as required. On 
the right face very little 'Kharli' was 
applied. 

37. Runja — A Dundubhi class of instru- 
ment. 

38. Huduka — A Damaru class of instru- 
ment. Avaj. 

(C) Madhyayuga and Adhunik kaler Anaddha 
vddya — 

Anaddha vadyas of medieval and modern 
era — 

1. Koyra, Kada — One of the Nahabat pair 
of instrument. Shaped like a small Dhak, 
on one side of which, guts are attached on 
the hide surface. 

2. Khanjarii — According to one opinion, 
its other name is Khahjarl. 

3. Khanjarl— [Mentioned earlier] 

4. Khol — The main anaddha vadya 
accompanying KIrtana type of songs, is 
shaped like myrobalan and made of earth. 
It is a variety of Mrdahga. It is about 2 
hasta long, and its right face is 6 ahgull. 
Both the faces are applied with 'Kharli' 
(Gab, a special paste). It does not have any 
pellets or balls with its strings. It is known 
as Srikhol to the musicians of Vaisnava 
sect. 

5. Khordak — Small sized nakara to 
accompany Sanai/ Sehnai. 

6. Guru-mardala — Dindim. 

7. Jagajhampa — Rana vadya. Instrument 
used during battles. 

8. Jayadhdk — Jayadhakka. It is a type of 
Dhak, which is comparatively not so long. 

9. Jodghai — Joda. To attach one Dhol with 
another Dhol. Both are played together 
with stick and hand. 

10. Tikara — An accompaniment of Sanai 
(Sehnai) in Nahabatkhana. 

1 1 . Dagga — Dugi. Baya, (the left side drum 
of Tabla). 

12. Dahka — A type of Jayadhak. A large 
instrument made of metal. 

13. Daf, Dampha— A version of Khanjarl. 



14. Damaru — [Mentioned earlier] 

15. Daina — The main part of Tabla played 
by right hand. 

16. Dimdima — Dindim. A slim Dhol. This 
instrument is found in festivals of Lord 
Jagannatha in Puri. It is played with stick 
and hand. 

17. Dugdugi — Damaru. 

18. Dugi — Baya. [See : Dagga, Tabla] 

19. Dhak — An instrument to play tala. It 
is large in shape, made of wood and 
covered with hide. Dhakka. 

20. Diwtra — Dhera. A type of Dhol, used 
for announcements. 

21. Dhol — A type of Dhak, small in size, 
both the faces of which are played with 
hand and stick. 

22. Dholak — Longer than Dhol, but slim. 
It is played with hand. 

23. Tabla — An instrument with two parts, 
both having their faces upward. 

Dahina or right part is made of wood, 15 to 
18 ahgull high. It has no fixed 
measurement for the face. Generally it is 
7 to 9 ahguli. Hide-covers are like those 
for Mrdahga's. To keep the Dahina in 
place, a bida (roll of straw or cloth) is 
placed underneath. 

The baya is made of clay or metal. Height is 
generally 16 ahguli and face is also of the 
same measurement. Cotton string or hide- 
string is used but no pellets are used. The 
face cover etc. are like that of the dahina. 
On one side of the face covering of hide, 
'Kharli', paste is applied. 

24. Tuft — Turya. Bheri class of instrument. 

25. Dagara — Dadmasa. Danda-dhakka. 
Damama. Drakata. Dragada. It is large, 
and shaped like part of coconut. Its face is 
covered with hide and is played by two 
sticks. 

26. Nakara — The other part of Kada 
instrument. 

27. Pakhduj— Pakhavaj, Pakhoaj. A 
version of Mrdahga, in which 'Kharli' 
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paste is applied on the right face and 
wheat flour dough is applied on the left 
face while playing. 

28. Pataha — It is a 'marga' and 'desi' 
anaddha vadya (membranophone) of 
dholak class. The other name of desi- 
pataha is Addavaj'. 

29. Pattauj — Name of Pataha during 
Medieval era. Mrdahga type of vadya of 
Medieval era. 

30. Pada — Pataha vadya. 

31. Vijay-mardala — Jayadhak vadya. 

32. Virkall — A variety of Dhak. 

33. Bherl — [Mentioned earlier] 

34. Mahanagadd — Very big Dhak type of 
vadya. 

35. Madal— An instrument of the Santhals. 
Mardala. A type of Dhol which has one 
side slightly narrow. 

36. Moda — Maddu. Madduka. Mandi- 
dakka. 

37. Halka— Hudukka. 

(D) Karnataka Anaddhavddya (membr-ano- 
phones) 

1. Udukku — A type of Damaru. 

2. Udupe — A type of Dholak. 

3. Edak — A type of Dholak. 

4. Ghatam — A vadya made of earthen pot. 

5. Candrarnandalam — A Tikara type of 
vadya. 

6. Tapattai — A type of Khahjari. 

7. Damaram — A type of Nakara. 

8. Paficamukha-Vadyam— Muraj type of 
vadya with five faces. 

9. Pambdi — Jodghai type of instrument. 
3. Susira-vadya (wind instruments/ 

aerophones). 

(A) Vcdic susira-i'adya — 

1 . Aghata, Aghati — A type of flute (Barhsi). 
[Accroding to Mr. Popley] 

2. Aldpik Vatiisa — A type of flute (Barhsi). 

3. Tunava — A type of wooden flute 
(Barhsi). 

4. Bakur — A type of venu. 

(B) Vcda-Pascdt Susira Vadya — Post Vedic 
Susira-vadya. 



1. Kambu — 6ahkha (conch shell) type of 
instrument. 

2. Kahala — An instrument, which is made 
of metal, 3 hasta in size, and the face is 
like dhutura flower (the flower of thorn 
apple). 

3. Cukka — A vadya twice the size of 
Tundakinl. 

4. Tundakinl— Turuturi'. Turuturu'. 
Turturi. Tittiri. A small version of 'Kahala', 
about 2 hasta in measurement. 

5. Tubal— [See: Tubdl] 

6. Pab — 9 ahgulis in measurement, made 
of bamboo. , 

7. Pabika — 12 ahgulis in measurement, 
made of bamboo and consisting of 5 holes 
for svaras. 

8. Van'isa — An instrument, made of 
bamboo, which consists of two faces. The 
hole to blow is on the side and there are 8 
holes for svaras. 

9. Bisdna — Horn type of instrument. Sina 
(Sihga). 

10. Madhukarl — Malum, Muhari. Made of 
horn or wood, consists of 7 holes, the 
mouth-hole is shaped like tubdi (rocket) 
or a kind of pulse-seed and is played by 
placing a pipe of a tall type of grass (kas) 
at the tip of the hole. A copper pipe is 
placed between the hole for blowing and 
holes for svaras and a round shaped piece 
or a pearl-oyster is placed in fornt of it. 

11. Murali — A type of Venu, measuring 
two hastas and consisting of four holes for 
svaras. 

12. Sankha — Made of conch shell. 

13. Srriga — Instrument made of buffalo's 
horn. Shaped like 'dhutura' (the flower of 
thorn-apple). It measures eight ahgulis. 

(C) Madhya o Adhunik', yuglya Susira-vadya — 
Susira vadyas (aerophones) of Medieval 
and modern eras — 

1 . Upanga — Madhukarl or Sehnai type of 
instrument. 

2. Tuft — Tundakinl 
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3. Naltarang — Tubdi type of instrument, 
consisting of 19 pipes. 

4. Nasbug — Indian version of 'Bag-pipe'. 

5. Nyastarang — A Kahala type of instru- 
ment which brings out the svara-saptaka 
(heptad) through regulated breathing. The 
vadya looks like a pair of Sehnai. 

6. Pungi, Pnnji — Tubdi instrument. 

7. Bamsl — Basi. Bamsl. General name for 
wind instruments made of bamboo. Now- 
a-days this is made of metal also. 

8. Tipara basi — [See : Tipara] 

9. Ijiya-bamsl — In this type of bamsl, the 
hole through which blowing is done, is 
situated at the top and is slightly curved. 

10. Saral bamsi — Blowing is done from the 
hole at the upper end. An extraneous piece 
is added to this hole and made into the 
shape of a pen. There are seven holes for 
svaras in this vadya. 

11. Benu — Consisting of six holes in the 
fornt and one at the rear for svaras, and 
made of bamboo pieces, this instrument 
is simple and long. 

12. Bhuri — Bhudi. Bheri. Bhadahga. Bhur- 
ahga. Bhuruhga. This instrument looks 
like a telescope, in which a few pipes made 
of metal are hung in clusters. These are 
taken out while playing. 

13. Mahuri — Similar to Madhukari type 
of vadya. 

14. Rausan-cauki — An instrument, which 
is 1 hasta long, resembling the flower of 
thorn-apple, the upper part of which is 
made of wood while the lower part is of 
brass. 

15. Sina (siiiga) Srnga — Made of baffalo- 
horn. Made of metal in the shape of a horn. 
Its varieties — 

(a) Rana Srhga — A large sized horn, made 
of brass or copper. 

(b) Rama Srhga — A horn having a large 
diametre and deep sound. 

16. Sanai (Sehnai) — Sehnai. Syahl-nai. 
Sani. Surna. A variety of Madhukari. It 
looks like Rausan- cauki but it is made of 



black coloured wood. In this, instead of 
one, two grass pipes or reeds are attached. 
(D) Karnataka Susira vadya — (aerophone 
instruments) 

1. Kurna — Kahala type of vadya. 

2. Nagasvaram — Sehnai type of vadya. It 
is 1V4 hasta long and has 12 holes for 
svaras. A large sized Nagasvaram is called 
Van and the small sized instrument is 
called timiri. Its accompanying wind 
instrument or 'Po' is called Ottu. 

3. Mandadi — 'Tubdi' instrument. 

4. Mukhavina — Nagasvaram type of 
vadya. 

5. Srnga — [See : Srhga mentioned earlier] 
It has a few varieties e.g. — 

(a) Ekakalam— Bhuruhga. 

(b) Bhuri — Vakra (curved) type of srhga 
(made of brass). 

(c) Sricurnam — Made of two horns of thin 
brass. These are VA hasta long. 

(d) Sruti-upahga — Nasbug. 
(4) Ghana vadya: (Idiophone). 

(A) Vedic vadya — 

1. Aghat — A type of Karatala. [According 
to Prof. Whitney.] 

(B) Veda-pascat Vadya— Post Vedic instru- 
ments — 

1. Kamrd — Two ahguli broad and twelve 
ahguli long four bamboo pieces are 
attached with one another to make this 
instrument. 

2. Kamsya tala — Two bell-metal pieces 
measuring about 13 ahguli each which 
have the face-part measuring as 
mentioned above and bottom part 
measuring 2 ahguli. 

3. Ksudra ghantika — Small version of 
Ghanta. 

4. Ghanta — An insturment made of bell 
metal, with a face measureing 8 ahguli, in 
the shape of 'Kalke-phool' ( a kind of 
yellow colourd flower) in which a small 
wooden piece is attached inside with 
which it is played. Its bottom side is about 
V4 to 1 ahguli in size. 
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5. Jayagliantd — Vi ahgulT thick instrument 
made of bell metal which is round in shape 
having two holes at two ends. A string of 
rope is attached into these holes. Holding 
the rope in left hand it is played with the 
right hand. 

6. Tala — Two round pieces of bell metal, 
each face measuring 2 ahguli, centre part 
1 ahguli and in the lower part just 
adequate in size to keep a hole. 

7. Sukti-vddya — An instrument made of 
bell metal and in the shape of serpent. It 
is played by rubbing with an iron stick. 

(C) Madhya o Adhunik yugiya Ghana Vadya — 
Idiophones of medieval and modem era — 

1. Karatdla — Karhsya-vadya having two 
separate parts. 

2. Kasar — arge sized Kasi. 

3. Kasl — n instrument made of bell metal, 
consisting of a small round plate with a 
raised rim. 

4. Kihkirii — Instrument made of tiny bells 
made of brass or bell metal. Ghuhgur. 

5. Khanjarii — A variety of 'Mandira'. 

6. Khattala — 'Karatala'. 'Cintala'. A vadya 
consisting of two iron plates, each two 
musti (fist) long, and having a narrow tip 
and four corners. 

7. Khamaka — An instrument, made of two 
separate semicircular pieces to which 
many metal discs are attached. 

8. Khartala— Khattala. 

9. Ghadi — Round shaped bell metal piece 
which is played by hitting with a mace or 
club. 

10. Ghanta — Made of bell metal or some 
other metal, an instrument, in the shape 
of 'Kalke-phool' (a particular type of bell 
shaped flower). 

11. Ghunur, Ghungur — A string of tiny 
metalic bells, worn round the ankles for 
dancing purposes. 

12. Cintala — Large size iron Karatala. 

13. jaltaranga — 'Sapta-Sarab'. Seven 
ceramic bowls containing water, which 



constitute the instrument, to express seven 
svaras. 

14. Jhajhar — 'Jhanjha'. A plain round 
shaped instrument made from a lump of 
bell-metal. 

15. Nitpur — A version of KihkinI which is 
worn on the upper part of the feet. 

16. Mandira — A type of Karatala in the 
shape of small bowls attached with two 
sheets. 

17. Sihjinl — Nupur. 

(D) Karnataka Ghana vadya — Idiophone 
instruments of Karnataka system — 

1. Cipla — Vadya made of two pieces of 
wood, Nupur attached to each piece. 

2. Cennal — Kasar type of instrument. 

3. Jalrd — Two round pots made of brass, 
both of which are attached to each other 
by strings. 

4. Brahma tdlam — Bigger instrument than 
'tala'. 

5. Semakkalam — A type of 'ghadi'-vadya. 

(E) Some more idiophone instruments aparts 
from the ones mentioned above — 

1. Kasthataranga — An instrument made of 
different wooden pieces, expressing seven 
svaras. 

[Jaltaranga, and even Cipla, the two 
idiophones can be included under this 
variety beacuse in both these two cases 
water and wood are the sources of 
producing svaras.] 

(F) Bharatiya Sangite vyavahdrya Pascd-tya 
vadya — Western instruments used in 
Indian music — Instruments of this type 
are divided into five categories in the 
West, e.g. — 

(a) Idiophones — Instruments made of 
metal or wood, which produce sound 
because of striking. 

(b) Membranophones — Avanaddha or 
Anaddha vadya. 

(c) Aerophones — Susira-vadya. 

(d) Chordophones — Tatavadya. Tantri- 
vadya. 
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(e) Electrophones — Instruments played by 
the help of electricity. 

(a) ldiophones — The metallic instruments 
or idiophones are solid, i.e. ghana vadya. 
ldiophones or ghana vadyas are four 
types, e.g.— 

1. which are played by striking, e.g. — 
Gong, Bell, 

2. which are played by shaking e.g. — 
rattle, maracus, 

3. which are played by running the fingers, 
e.g. — Jews harp, 

4. which are played by rubbing e.g. — 
Glass harmonica. 

(b) Membranophones — Anaddha or 
Avanaddha vadya. These are generally 
categorised in two ways, e.g. — (1) accor- 
ding to shape and (2) according to 
material. 

1 . According to shape — 

(i) Tubular drum — like pipe. 

(ii) Kettle drum — Semi spherical. 

(iii) Frame drum — like Khahjari. 

2. According to material — 

(i) Body made of metal. 

(ii) Body made of wood. 

(iii) Body made of coconut shell. 

(iv) Body made of tumba (bottle gourd). 
Examples of membranophones are — 
Bongo, kettledrum, Tambourine, Nakkara 
etc. 

(c) Aerophone — Aerophone or susira- 
vadyas are mainly of two types, e.g. — 

1 . Instruments which have metal sheets or 
reeds which produce sound by vibrating 
with air, e.g. — Accordion, Harmonium. 

2. Instruments which produce sound by 
generating vibration of metal sheets or 
reeds in the air by some methods. These 
are of three categories : — 

(i) By skillful contraction of lips, air is 
vibrated to produce sound; e.g. — Trum- 
pet, Horn. 

(ii) By skillfully agitating the air at the 
narrow end of the instrument, the adjacent 
air inside is in turn agitated in this type of 



instruments; e.g. — VarhsT/Barhsi, Pan- 
pipe, Flageolet. 

(iii) By placing sheet or reed on the tip of 
the instrument and skillfully agitating the 
air around it, the inner air is agitated in 
this type of instruments, e.g. — clarinet 
(with one reed), Oboe (with 2 reeds). 
(d)Chortiophone — Chordophone or 
tantrivadya (string instrument) — mainly 
four types, e.g. — 

1 . Zither — In this, one plain piece of wood 
or stick type of thing is attached with 
string tied on two ends. It has three 
categories — e.g. — 

(i) Board Zither, its body is broad and flat; 
e.g. — Harpischord, Kanoon [strings are 
played by moving fingers.] 
Dulcimer, Pianoforte [strings are played 
by striking with hammer] 
Clavichord [strings are played by 
touching with a brass plectrum]. 

(ii) 'Stick Zither', the body is like a fat stick' 
e.g. — Vina. 

(iii) 'Long Zither' — Its body is like a long 
board but slightly curved; e.g — Koto. 

2. Lute- — apart from its body, it has a 
'shoulder' attached to the body. It has two 
categories, e.g. — 

(i) Which is played by striking with 
moving fingers etc.; e.g — Lute, Mandolin, 
Sitar, Tanpura (the back is round) and 
Guitar, Pandora, Banjo, Balalaika (back is 
flat). 

(ii) Which are played with bow; e.g. — 
Violin, Cello, Sarahgi, Esraj. 

3. Lyre. 

4. Harp. [Mentioned later]. 

(e) Electrophone — Any instrument 
working with the help of electricity comes 
under this category. Example — Tadit 
vlna, Electric-guitar, Key-board, which 
produces sound of many types of 
instruments (looking similar to piano or 
organ), made by, companies like Cassio', 
'Yamaha' and others. 
The instruments that are prevalent in 
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India, out of the above mentioned varieties 
are — 

1 . Organ — It is a large or medium sized 
instrument with keyboard of aerophone 
type. The air goes in due to movement of 
the pedal by feet, which activates the 
responding reeds or pipes to produce the 
desired note. 

2. Cornet — Aerophone type of instrument, 
which looks like a coil. Part of it is like a 
pipe while some part of it is like a horn. 
The place for blowing the mouth piece 
looks like a small bowl and with the help 
of three valves or keys different kinds of 
sound come out of it. 

3. Clarinet — The hole at mouth piece has 
a reed. It is an aerophone type of 
instrument made of wood and shaped like 
a pipe. The holes for originating svaras 
are covered with metallic keys, and the 
place for blowing (mouth piece) resembles 
the beak of a bird. 

4. Guitar — It is a chordophone type of 
instrument whose back side of tumba 
(belly or drum) is flat, and the curved sides 
are sunk in. This wooden instrument has 
a large tumba and at the centre portion 
on the upper part of the tumba (tabli or 
sound board), there is a not too large 
round hole. There are six strings in a guitar 
and it is played with a type of plecturm 
(metallic ring-like plectrum with nail), 
which are three in number and are 
designated for thumb, pointer and middle 
finger. Spanish-guitar is played with the 
movement of left-hand fingers while 
Hawaiian-guitar is played with the left- 
hand rubbing on the strings of the guitar 
with a solid steel bar to produce different 
svaras. The neck-bridge of the Hawaiian 
guitar has a metal covering. 

5. Trumpet — It is a type of aerophone 
instrument, made of metal and its shape 
is like cornet. Its horn is of small size. 

6. Piano — Short name for Pianoforte. It is 
a type of chordophone, consisting of 



keyboard and is large in size. The three 
rows of strings with an expanse of seven 
octaves, are sounded by the hammer 
connected with the key-board. The 
hammers are moved by pressing the keys 
and the sound that is produced is made 
to sustain for sometime or for a shortwhile 
or dampenened by different wooden 
pieces called dampers. 

7. Flute — Bamsi/Vamsi, made of gold, 
silver or wood and some novelty has been 
introduced in some cases in its making. A 
small flute called 'piccolo', which expre- 
sses higher octave (tara-sapataka), is used 
in Indian orchestra. 

8. Bugle — It is a type of aerophone, made 
of metal, and its specialities are like those 
of 'Cornet'. It is slightly smaller in size, its 
horn portion is comparatively smaller 
than the pipe portion and it has only one 
valve. It is used in military functions. 

9. Behala — Its real name is Violin. It is a 
type of chordophone, made of wood, has 
four strings, played by bow and its sound- 
box is in the shape of a half cut pear fruit. 
The front and the back of the Sound-box 
is slightly pulled up, the two sides consist 
of three 'bauts' and the bottom portion is 
decorated with a longish tail-piece. There 
are two holes in the shape of 'f on two 
sides of the sound-board (tabli) and in the 
center is the bridge (savari) which is made 
of a thin piece of wood and its backside is 
shaped like a bow. Violin is a fretless 
instrument. 

10. Bag-pipe — It is a type of aerophone 
instrument. It has a bag filled with air, and 
the bag is normally attached with five 
pipes. Out of these, one is the 'blow-pipe' 
with a hole for blowing, other one or two 
pipes are for taking out different notes like 
those from Clarinet or Oboe types 
[consisting of two reeds] of pipes and the 
rest are Clairnet type of 'drone' meaning 
one that expresses one note only. 

11. Banjo — It is a type of chordophone or 
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string instrument. Its tumba (drum) is 
round like duff and its sound board is 
covered with hide. It has six strings. It is 
classified as Guitar (Spanish). 

12. Violin— [See : Behala] 

13. Violin-chelo — In short it is called Chelo. 
It is a large version of violin and is used 
to express the bass notes (deep low notes). 
It is more than double the size of violin. 
Its ribs, i.e. the ribs at the sides are 
fourtimes more. The technique of playing 
this, is opposite to that of violin, that is 
while the belly of violin is placed on the 
shoulder and the finger board is kept 
downwards [towards the floor] for 
playing, the belly of chelo is always kept 
downwards. 

14. Mandolin — It is a type of chord ophone 
instrument consisting of four or five pairs 
of strings. Its drum looks like an egg or 
pear, cut lengthwise and its finger board 
has frets. It is played by plectrum. 

15. Harmonica — (a) Mouth-organ. It looks 
like a flat, small box. It is a type of 
aerophone. The side through which it is 
played is longer and on that side, there 
are holes [squarish]. At the end of the holes 
there are pairs of metallic reeds or plates 
which produce different notes by getting 
vibrated with air. This instrument is 
played by blowing, and can be played 
both by breathing in and breathing out, 
through mouth. 

(b) Hand-harmonica — Its other name is 
Accordion. It is a type of aerophone 
instrument, having a big, extensive 
bellow, which is played with the help of 
reeds located on its either side. When air 
goes in and out while moving the bellow 
by hand, the reeds arranged in two ways 
produce the sound. 

The instrument which has only buttons for 
playing tunes, is called Accordion. The 
instrument which has button on left hand 
side and keyboard in the fashion of piano 
on the right, is called Piano-accordion. 



16. Harmonium — It is a type of aerophone 
instrument in the class of reed-organ. In 
an airtight wooden box two sets or more 
reeds are arranged. These reeds are 
sounded by moving air by bellowing 
either by foot or hand. The keys and stop- 
buttons are used in different ways to let 
air out or to control it. The stop-buttons 
act as valves in the route of air going in. 

Vadya-gata, Vadya-gati (qisi'm, qia'ifa) — 
Nature of Avanaddha vadya (membrano- 
phone), e.g. — Tatva, Ghana (Anugata), 
Ogha. [See : Vadyaprakrti] 

Vadya-jati (cniMlfd) (a) The speciality that 
is produced by the union of metal of the 
instrument's string and the thing with 
which it is struck or plucked. 

These are four kinds, e.g. — 1. Udatta; 2. 
Lalita; 3. Vibhita; and 4. Ghana, 
(b) There were 20 varieties of expressive 
anicent method of playing, which belon- 
ged to Anaddha vadya (membrano- 
phone). 

Vadya-prakara (=ll£iy<*>K) Classification 
according to ingredient and receptacle. 
These divisions are five types, e.g. — 1. 
Ahgaja; (produced in the body); 2. 
Carmaja (produced by hide); 3. Tantraja 
(produced by string); 4. Karhsyaja 
(produced by metal); and 5. Futkrta. 
(produced by blowing). 

Vadya-prakrti (qiyy<?>Ri) — The type of vina- 
playing that is applied with songs. It used 
to be of three types in the ancient days 
e.g. — 1. Tatva; 2. Anugata; 3. Ogha. 

1 . Tatva — That which expresses the import 
of laya, tala, varna, pada, yati and bhasa 
of songs. 

2. Anugata — Which follows the song. 

3. Ogha — Which follows the song 
cleverly/skillfully, with fast speed, mixing 
varieties of strokes, disregarding the 
meaning of the language during pause or 
change of movement of the song. 
Tatva used be played in vilamvita (slow) 
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laya (tempo), Anugata in Madhya 
(medium) and Ogha in druta (fast) tempo. 
Vadya-prabandha (TOW)- A method of 
playing, which is bound by 'dhatu' 
(stanza). String and wind instruments 
follow 'gita-prabandha', so, 'vadya- 
prabandha' means vadya-prabandha of 
Avanaddha or Anaddha vadyas 
(membranophones). 'Avanaddha'- 
prabandha or vadya-prabandha has the 
following dhatus, e.g — 1. Laharl; 2. 
Yedepu; 3. Antara; 4. Upantara and 5. 
Muktayi. 

These dhatus are applied in Anaddha vadya 
in place of Udgraha, Melapaka, Dhruva, 
Antara, Bhoga and Abhoga dhatus of gita. 

In the ancient days there were many Vadya- 
prabandhas and their number was 43. But 
during the modern days Vadya- 
prabandhas do not have any name. Its 
general designation is 'Lahara'. The word 
is a variation in pronunciation of the word 
'Laharl'. But, by Lahari', Udgraha, the first 
dhatu or tuk of Vadya-prabandha was 
understood. On the other hand, special 
names of Vadya-prabandha are available, 
e.g. — Yati, Ota, Gajar, Padam, Prahara- 
nam.... etc.. [The similarity between 
Praharanam and Paran are to be noticed]. 

Vadya bhanda (3TSWTT3) — Musical instru- 
ment. 

Vadya-bheda (^m — Difference in 
vadyas (musical instruments). Following 
are the different types — 

(a) Four kinds, e.g. — 1. Tata (chordo- 
phone) ; 2. Avanaddha (membrano- 
phone); 3. Susira (aerophone) and Ghana 
(idiophone) 

(b) Four kinds e.g. — £uska (solo), 2. 
Gitanuga (following after song), 3. 
Nrttanuga (following after dance), and 4. 
Gita-nrttanuga (following after song and 
dance). 

(c) Two kinds, e.g. — 1. Sakala [consisting 
of jovari (resonance)] and Niskala [jovari- 
less and tata vadya (string instrument)]. 



Vadya-mukha (qitiyo) — The hide covered 
portion or mukha of an Anaddha vadya, 
which is played upon. In ancient era, the 
instrument was named according to the 
number of faces or mukha that were 
played upon, e.g. — 1. Eka-mukha, 2. 
Dvimukha, 3. Trimukha, 4. Caturmukha, 
5. Pahca-mukha (Eka=one, Dvi=two, Tri= 
three, Catur= four and Pahca= five). 

Vadya-6ren! (^raefaft) — Classification of 
vadya according to usage, e.g. — 

1. Sabhya Vadya — Instruments which were 
used in assemblies, concerts, durbars, etc.. 

2. Bahirdvarika-Vadya — Instruments which 
were used in processions, etc.. 

3. Samarik-Vadya — Instruments which 
were used in battle-field, etc.. 

4. Mahgalya-vadya — Instruments which 
were played during auspcious occasions. 

5. Gramya vadya — Instruments which 
were played with folk songs, etc.. [See : 
Sabhya-yantra]. 

Vadyargana (qitiK'iii) — Song of chong. A 

kind of flok song. 
Badhai (^TSTT?) — Songs on the amorous 

sports of Krsna. Songs concerning Krsna's 

birth, etc.. 

Ban O^R) — Laghu [See : Laghu] matra 
(beat). Style of singing. Ban!. 

Ban! C^Ht) — Ban. By mistake the spelling 
of this word is written by many as 'Vanl'. 
The meaning of van! is language. The style 
of singing dhrupada is called Bani. This is 
of four kinds, e.g. — 1. Gaudhar, 2. Khan- 
dar, 3. Dagar, 4. Nauhar. 

1. Gaudhar ban! — Created in Gwalior, it 
consists of plenty of mid. It is quiet in 
character. 

2. Khandar barii — It is mainly with gamaka 
and khatka and of restless character. 

3. Dagar bam — It consists of straight svaras 
and lapaka, and simple lag, dats are 
applied generously without any mid. 
[See : the respective terms] 
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4. Nauhar ban! — It consists mainly of chut 
and is somewhat restless. [See : Chut] 

In ancient era the speciality or style of 
singing of Gandharva-parica glti (ancient 
five classical styles) (Suddha, Bhinna, 
Gaudl, Besara and Sadharani) is now 
called Ban or Ban!. Out of the two varieties 
of styles of Suddhagiti one is called 
Gavarhar-bani and the second is called 
Dagarbanl. The style of Bhinnagiti is 
comparable to Khandar bam. The style of 
Gaud! glti and Gaudar ban! are of the 
same nature. Lots of similarity is found 
between the style of Besara glti and 
Naohar or Nauhar ban!. The style of 
ancient Sadharani giti is called Misra-bani 
during the modern days. 

Generally the dhrupadas or dhurpads which 
are sung, belong to this misra-bani. [Some 
call the different styles of khayal, as ban 
or bam]. 

Barbani («*K.qiFi) — Good singer. Flute player. 
BaramasI, Baramasya — (<MKHiy), ^KHIWI) — 

A type of folksong. It is the song 

describing the joys and sorrows of each 

month of the year, composition of which 

is based on some stories from the Puranas 

or some current stories. 
Vartika (qiRW) — A variety of 'marga' of the 

tala, applicable in ancient Gandharva 

Sahgita. [See: Tala O Prana] 
Bala - Kokila — +lf*d)— [See : Vadya] 
Bala- Sarasvati («- [See : Vadya] 

Bala (^TcTT) — A particular ancient £ruti 

(micro tone). Sandipani Sruti. 
Basaka sajja (qiw* w^ii) — A variety of 

Nayika-bheda. [See : Nayika-bheda] 
Bass Bar (^RT ^IT, ^TRT ^R) — Bass Bar. 

(Western term). 
Basvara (<Mm=iKi) — Name of a particular 

raga. Corruption of the word Besara. 
Basuli (qiyjci) — A type of flute used for 

marriages and dance in Nepal. 
Bahattar janaka thata (^RTT Wtt H1H) — 

Bahattar, meaning 72 janaka thatas (parent 



scale) of Karnataka sahgita. In imitation 
to this, 72 thatas with HindusthanI raga- 
names have been created. 
Bahattar mela (siisitk ^cT) — 72 janaka melas, 
introduced by Sahgita sastri, Pandit 
Venkatamakhl of South India. 36 out of 
suddha madhyama and 36 out of vikrta- 
madhyama, totalling 72 melas or thatas, 
which are capable to create ragas and this 
is possible according to the character of 
Karnataka svara saptaka (heptad). [See : 
Mela] ' 

BahadurkhanI tana (<MI$l£«slHl cTR) — 
Particular type of tanas propagated by 
Bahadur Khan for instrumental music, in 
which application of alahkaras (ornamen- 
tations) such as 'Ullasita', 'Sampradana', 
are applied either in mixed fashion or 
separately. [See : Alahkara] 

BahulTna («ii§<n1-i) — Indian terminology for 
violin or behala, introduced by 
Saurindramohan Thakur. It was 
announced, that the former name of violin 
was Bahulina, but there has been no such 
instrument as Bahulina in ancient Sastras. 

Bahgla gana (^icii'in) — Ganas or songs 
prevalent in Bengal, written in Bengali. 
Modern musicologists maintain that folk 
music, though composed in Bengali, is 
considered as a separate style of music. 
In Bangla-gana, urban, sophisticated 
Bengali language is used. In Ain-i-Akbari, 
a book written by Abul Fazal, during 
Emperor Akbar's time mention of one 
book on subject of love, called 'Bahgla' is 
found. Possibly, it is the initial state of 
'Bahgla-gana. 

In the later period, that is after 16th century, 
all the styles of songs composed in 
sophisticated urban Bengali language, set 
in 6astrlya raga-tala and prevalent in 
aristocratic society, were termed as 
Bahgla-gana. In 18th-19th century, the 
styles: Akhdai, Half-akhdai, Kavi-gana, 
Pakslr-gana, Saher-gana, Agamani gana, 
Bijayar gana, Uma sahgita, Malasir-gana, 
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Nat-glta, Jatragana, Tappa-gana, etc., 
prevalent in urban society, are included, 
in the category of Bahgla-gana. In 18th- 
19th century though the above mentioned 
styles were collectively called as 'Bahgla- 
gana, it is also the practice to propagate 
them separately under the name of the 
creator of the glta-style, e.g — 'Nidhu 
babur gana', Kali Mirzar gana '£ridhar 

Kathaker gana,' 'Dwijendralaler' gana 

etc. 

In 20th century, many classifications of 
Bahgla-gana are noticed, e.g. — Bahgla- 
tappa, Jatra-gana, Theater-songs, 
Kavigana, Ramprasadi-gana, £yama- 
sahglta, Cinema-songs, Rabindra sahgita, 
Brahmo sahgita, Dwijendra giti, 
Atulprasadi-gana, Rajanikanter gana, 
Nazrulgiti, Adhunik Bahgla gana, Raga- 
pradhana Bahglagana, Ragasrayi Bahgla- 
gana, Bahgla Gana sahgita etc.. In 

recent times new variety named 'Jivan- 
mukhi Bahgla gana' has been created. 

At present, some music institutions have 
identified Rabindra Sahgita and Gana- 
sahgita under seperate styles, and have 
endevoured to categorise 20th century 
songs prior to first world war as (a) Bahgla 
gana, and those songs prior to this period 
as (b) Puratan Bahgla gana (i.e. old Bahgla 
songs). But this has not been accepted 
unanimously. 

Bamsika/Varhsika («NfVl<*>/e|lT¥l+)— Flute 
player. 

Barhsika-guna (^Tf?re> ^pi) — The good 
qualities of flute players as mentioned in 
Sastras are : 1. practice of finger move- 
ments; 2. proper placing; 3. proper 
knowledge of ragas; 4. pleasantness 
created by expression of proper raga 
delineation; 5. expertise in playing with 
glta; 6. approaching ascendance and 
descendance with speed; 7. to give the 
right place to the singers; 8. to hide 
shortcomings of singers; 9. expertise in 
Marga and Desl-ragas; 10. the ability to 



express ragas even from a wrong place, 
apart from the right place. 

Bamsika-dosa (^I'Hf i=t> ^fa) — Faults of the 
flute player as mentioned in Sastras: 
unnecessary over application; slipping 
from the correct svara-sthana (place); 
trembling of the head. 

Barhsika vrnda («n'fti<t> <?•<;) — A group of one 
main and four follower flute players. 

Baka — pTOfiT) — A barhsi type of instrument 
made of brass, which gradually broadens 
in shape and is used in temples. 

Bat p?fe) — The 'ulat-palat' vistara or fast 
utterance of varna (letters), svara (notes), 
or vani (language), in vocal or instru- 
mental music. It is the incorrect 
pronunciation of banaot / banavat. 

Baya pTOIT) — The part of tabla, played with 
left hand, made of earth or metal and has 
gab (black paste) on the hide cover. 

[Gab-less baya of Punjab is called 'Dhakkar'] 

Basari, Basarl (sfarft, ^m\)— Barhsi (flute). 

Basi profit)— Bamsl. (flute) [See : Vadya]. 

Bas-kanara pfRT *ii<i) — Non-prevalent 
variety of Kanara raga. 

Baswara («tm<=iKi) — [See : Basvara] 

Biad, BiadI, Bidadi, BiradI (fasHS, fa3TC5t, 
fasisl, Pmisl) — To incorporate laya or 
tempo of 7 matras (beats) in 4 matras 
(beats). 

Vikal (fqchd) — [See : Gayana dosa] 
Vikara (Tq*K) — To be in another state. 
Distortion. 

Vikarl (fa^lA)— The svara which can 
assume more than one form or semblance. 

Vikrta jati (fa$d ^llct) — The alternative tune 
frame or a difference in Jati of a raga, 
applicable in ancient Gandharva-sahglta. 
The Jati that evolves when one, two, three 
or four laksanas (elements) are excluded 
from Suddha jati. [See : Jati] 

Vikrta jati is of two types, e.g. — 
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1. Excluding Suddha, which are 11 in 
number. 

2. Originated from Suddha, which are 118 
in number. 

Vikrta svara (Pq<j»n — A svara comes to 
a vikrta state (vikrta=distorted), when 
Suddha svara changes its place. Suddha 
svara assumes a different form or 
semblance, according to era and system, 
e.g.— 

1. Ancient vikrta svaras of the 
Gandharvas; 

2. Vikrta svaras during middle ages; 

3. Vikrta svaras of modern era; 

4. Vikrta svaras of Karnataka system. 
1 . Practna Gandharviya Vikrta svaras : 

In ancient era there were seven Suddha 
svaras — S, Ri, G, M, P, D, Ni, prevalent in 
Gandharva sahgita and each svara had a 
specific place or svasthana on the 22 Srutis 
of a spataka, according to svara grama or 
grama. Those seven Suddha svaras could 
be distorted in two ways, e.g. — 

(A) Slipping from its own place or leaving 
the main Sruti (adhara sruti) 

and 

(B) not slippling from its own place. 

(A) Out of the suddha svaras of Sadja- 
grama, the svara S' consisting of 4 Srutis, 
gives away its first Sruti to Ni and last 
Sruti (adhara sruti) to Ri and becomes a 
vikrta svara named Cyuta-sadja, consist- 
ing of 2 Srutis. At this state Ni becomes a 
vikrta svara consisting of 3 Srutis named 
Kaisika-nisada by obtaining 1 Sruti from 
'S'. Again, 'Ri' svara, gaining the last Sruti 
from 'S', becomes vikrta- 'Ri' consisting of 
4 Srutis. 

In the same manner 'M' svara of 
Madhyama grama, consisting of 4 srutis, 
gives away its first Sruti to 'G' and last 
Sruti to 'P', and becomes vikrta svara, 
called Cyuta-madhyama, consisting of 2 
Srutis. At that state, G' svara becomes a 
vikrta svara, called Sadharana-gandhara 
by gaining one Sruti from Madhyama thus 



possessing 3 Srutis. On the other hand, 'F 
of Madhyama grama consisting of three 
Srutis, becomes possessed of four Surtis 
by receiving one discarded from M' and 
thus becomes vikrta svara called 'Kaisika 
pancama'. 

(B) Distortion or vikrti of svara could happen 
even without slipping from its place. For 
example — 'S' svara of Sadja-grama 
consisting of 4 Srutis stays on, on its 
Adhara Sruti (main Sruti No. 4) and gives 
away its first two Srutis to prior svara 'Ni", 
thus it itself becomes Acyuta sadja, a 
vikrta svara having 2 Srutis, while 'Ni', a 
2-Sruti svara receives 2 Srutis from S', and 
becomes a vikrta svara called 'Kakall- 
nisada' (having 4 Srutis). In the same 
manner two vikrta svaras called, 'Acyuta 
madhyama' and 'Antara-gandhara, 
originate in Madhyama grama. 

[ The above mentioned 'A' type of 6 vikrta 
svaras are called 'Svara-Sadharana' way 
of originating vikrta svaras and 4 vikrta 
svaras of 'B' type are said to be achieved 
through 'Antara-Kakalltva'.] 

Apart from these, two more vikrta svaras 
were acknowledged in ancient Gandharva 
Sahgita, achieved through Grama- 
difference, for example 3-Sruti vikrta- 
pahcama of Madhyama grama and 4-Sruti 
vikrta dhaivata. 

2. Madhyayuglya vikrta svara CRM^'il^ 
fq^ciw) — Distorted svaras of Medieval 
era — 

During Medieval era, only one Svara-grama 
(scale), i.e. Sadja-grama was prevalent. But 
there is difference of opinion among 
different groups regarding the form of that 
Sadjagrama or Suddha-saptaka. The 
names of the vikrta svaras of Madhyayuga 
are available in the following way — 
A. Uttara Bharatiya (North Indian) 

(i) 1. Komala-Ri. 2. Tivra-G, 3. Tivratama- 
M, 4. Komala-D; 5. Tfvra-Ni;. [According 
to ' Sahgita-parijata' book] 

(ii) 1. Utrl rikhava; 2. Utri gandhara, 3. 
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Cadi or Kadi madhyama, 4. Utri dhaivata, 
5. Utri nikhada. 
[Utri = Komala/flat, Cadi or Kadi= tlvra/ 
sharp. In the Middle ages the vikrta svaras 
were thus called by the Muslim 
musicians.] 

B. Daksina-Bharatiya (South Itidian) — 

(i) 1. Sadharana-G, 2. Antara-G, 3. Cyuta- 
M, 4. Cyuta P-M, 5. Kaisika-Ni, 6. Kakall- 
Ni, 7. Cyuta S-N. 

[According to 'Svaramela-kalanidhi' book] 

(ii) 1. Catuhsrutika-Ri, 2. Satsrutik-Ri, or 
Sadharana-G, 3. Antara-G, 4. Prati-M, 5. 
Catuhsrutik-D, 6. Sat£rutik-D or Kaisika- 
Ni, 7.Kakali-N. 

3. Adhunik Vikrta Svara (Modern vikrta 
svara) — 

(A) Uttara Bharatiya (North Indian) 

(i) Komala-Ri, 2. Komala-G, 3. Kadi-M, 4. 
Komala-D, 5. Komala-Ni. 

(B) Daksina Bharatiya — [See: B. (ii).] 
Vikrti Svara — (fa^fa ^q7) — Svara consisting 

of ' 6ruti-jatl'. [See : £ruti-jati] 
Viksipta (ftf^n) — A variety, like ancient 

Dhruvaglti. 
A particular act (Kriya) of tala. [See : 

DaSaprana 1] 
Viksepa (fa^fa) — 'Ataka'. [see : Ataka] 
Vicitra (W^) — Name of a particular tala. 
Vicitra vlna (fsff^R ^IT) — A particular type 

of musical instrument. 
Vicitra — A particular ancient Sruti 

(microtone). Chandovatl-sruti. A non- 
prevalent raga. 
Vicchedl (fq-<4<0) — Rural folk music of 

Bengal with separation as the theme. 
Vijaya 1 (fa*PT 1) — A particular type of benu 

(flute). 

Vijaya 2 (fosR 2) — Name of a particular 
raga. Name of a particular tala. 

Vijaya 3 (Pq^-M 3) — Name of a particular 
ancient prabandha (classical composit- 
ion). 

Vijaya-Mardala (fq~5m T f^cT) — Jaya dhak. 
[See : Vadya] 



Bidara (fasK) — Momentary tirobhava 

(going away from the raga), temporary 

deviation from the character of the raga. 

Momentary slipping of the sequence. 
Bidaratana (faSR cTH) — The tana in which 

Bidara or deviation is applied. 
Bide, Bida (fat fa5T)— Bed, Pagdl, Cak, 

Gudri. Rim around an anaddha vadya 

(membranophone). 
Binava, Binava (P*"iq, faRq") — A bow 

shaped instrument of Ceylon (Srilanka), 

made of bamboo. 
Vitata (fqTffi) — String or membranophone 

instrument, covered with hide. String 

instrument which has strings made of 

catgut. The vadya which has both the faces 

covered with hide. 
Bitala 1 (faflM 1)— [See : Atlta-graha] 
Bitala 2 (fadld 2) — [See : Gayana dosa] 
Bidara (fa^T)— To slip. To break rules. To 

refute, 'Bidara'. 
Vidari (fq^TCt) — Portion of a song. Portion 

of a pada or lyric. Portion. Portions, one 

after tine other by turn, according to rule. 
Vidhuta (fa*£f)— [See : Alahkara] 
Vinasa (Pqim) — Nyasa svara. Nyasa. It is 

also used to mean apanyasa svaras but 

seldom used. [See : Nyasa] 
Vinimllaka (faMlc^)— [See : Gayanadosa] 
Vinoda (fafa) — Name of a particular raga. 
Bindu 1 (fa=5 1) — A particular state of nada 

(sound). 

Bindu 2 (fa^ 2) — To produce tune on 
instruments by striking with the fore- 
finger. 

Bindu 3 (fa^ 3) — Binduka. Fast matra. 

Bindu 4 (fa=5 4)— [See : Alahkara] 

Binduka (fa-£*> ) — Fast matra (beat). Bindu. 

Bindumalini (f^tnfeTTl)— Name of a 
particular tala. 

Vinyasa 1 (fa-MW 1)— The last svara of 
Vidari', consisting of alahkaras (orna- 
mentations) used during 'visara' or 
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expansion of a raga. [See: Raga-laksana, 
Vidari]. 

Vinyasa 2 (fa-Mm 2) — A svara used in vidari. 
[See : Vidari]. 

VipancI (fsH3#)— [See : Vadya]. 

Viprakarsa (fay^) — An ancient variety 
called 'Pravesa' of tana-kriya (act of tana) 
in which one reaches other svara by 
pulling the string of vlna. 

Vipraklrna (fay*)"!) — [See : Prabandha] 

Vibara nalika (faqT ^TTfcT^T) — Benu (flute). 

Vivadi (PqqicO) — The two svaras situated 
after 1st and 19th number 6rutis 
(microtones). According to ancient 
6astras, Rsabha-Gandhara or Dhaivata- 
Nisada the two svaras oppose eacth other. 
The svara whose application in place of 
vadi (sonant) spoils the raga form, is a 
vivadi svara. 

In the modern era, Vivadi means 'varjya' 
svara (abondoned svara) or a svara that 
should be applied carefully. In Sastra it 
has been mentioned as enemy like, 
therefore, its excessive application may 
cause spoiling of raga. Vivadi svara is one 
of the svaras which is applied in the raga, 
but should be normally avoided. 

Vivadi-prayoga (Pqqi<{! SPTFT) — Use of an 
avoidable svara cleverly by maintaining 
the raga character in tact, thereby 
enhancing the beauty of a raga. [See : 
Varjya svara] 

Vibha (fa*tt) — Name of a parcitular raga. 

Vibhava (fa^ra)— [See : Bhava]. 

Vibhavati (fa^^Tt) — Name of a particular 
raga. 

Vibhasa (fa*ITCT) — A variety of raga suited 
for alapa and in which there was some 
violation of Gandharva laksanas (ancient 
classical characteristics). An ancient 
variety of glti. [See : Giti] 

Vibhasa (faMTCT) — Name of a particular raga. 

VibhasI (fa*rTCTt) — Name of a particular 
raga. 



Viraka (fq<<t>i) — Svara arrangement perfor- 
med in fast tempo at the end of raga-alapa 
in Karnataka system. 

Virahga (fqTf ) — Name of a particular tala. 

Virasa (f^T) — [See : Gayana-dosa] 

Virha (f^?T)— Folk song on the theme of 
love and separation of Bihar region. 

Virata-bhairava (f^TCTZ $^) — Name of a 
particular raga. 

Virama 1 (farm 1) — Part of a matra (beat). 
It is x h part of that matra with which 
virama ( ') is attached. According to 
Karnataka opinion it is X A part of the matra. 
As per one ancient opinion, it is 
i/8 part of a matra. 

There are some varieties of virama, e.g. — 

(i) Da-Virama (Druta virama, 0) = 3 
matras (beats). 

(ii) La- Virama (Laghu virama i) = 5 or 6 
matras. 

Virama 2 (fam 2) — Pause with Kala [See : 

Kala 1] in Dhruba gana or ancient Natya- 

glti (songs of drama). 
Virud (f^^) — [See : Prabandha]. 
Virudam (fa^H) — Name of a particular 

Karnataka gita (song). 
Vilamvita (fqcifoci) — Dhima. Slow tempo, 

which takes double the time of madhya 

laya (medium tempo). [See : Laya] 
Vilaya (facR)— Devoid of any laya (tempo). 
Vilari (fadR) — Ancient Tamil name for 

Dhaivata (Dha) svara. 
Vilahari (fq<n$ift) — Name of a particular 

raga. Beloyari. 
Vilavala (Tqeiiqei) — Name of a particular 

raga. Name of a particular thata. Belavala, 

Bilaola. 

Bilaskham yukta raga nama (fac-twoi-il "g^T 
TP1 TR) — Name of ragas with prefix 
BilaskhanI — Bilaskhani-kalyana, 
Bilaskhani-kanara, Bilaskhani-todI, 
Bilaskhani-mallara, etc.. 

Viloma (faei)H) — Descending order. 
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Visala (fqWTT) — [See: Murcchana] 
Visva (fq^q") — Name of a particular tala. 
Visvakrta (fq*qf>ai) — [See : Murcchana] 
Visvajit (fq^qf^cQ— [See : Tana] 
VisvanasI (fa^Hy))— Name of a particular 
raga. 

Visama graha (fw? TJW) — To get into tala 
and carry on with tala, without keeping 
step with the song. [See: Graha]. 

Visama panca (fWT ' t T*q") — Name of a 
particular tala. 

Visama pad! (fWT ^t) — [See : Tala] 

Visama matrika (f^TR H\\l*>) — [See : Tala] 

Visamaraga (PqqM<i'i) — Asama-raga. The 
raga, which does not have its ascending 
and descending order with same svaras. 

Bisana (fowl) — Siha (Sihga). A kind of 
instrument. 

Bisnu (fq^J) — Name of a particular tala. 

Bisnukranta (f^JsFRT)— [See : Tana] 

Bisnu pad a (fa^R) — GIta in praise of Bisnu, 
which was prevalent in Vaisnava Society 
of Brindavan. A particular style of giti. 

Bisnuvikrama (fq^fqlFR)— [See : Tana] 
Bisnu bhairava (f^J^Tq")— Name of a 

particular raga. 
Bisadrsa-svana (fq~H^7T Tq^)— 'Dissonant 
Tone'. [The Bengali terminology is 
innovated by the author. The Bengali 
equivalent of 'consonant tone' is — Sadrsa- 
svana.] 

The meaning of Bisadrsa-svana is 'VivadI' 
svara and Sadrsa-svana means Sarhvadl 
svara. 

Bisadrsarhsa (fqlT^"?TT"?T) — [See : Amsa- 
sthaya]. 

Visarjitam (fayMdH) — The Karnataka form 
of visarjita, which is an action of hand in 
ancient DesI tala. [See : Tala o Prana] 
Visarjita (fqltf%T)— [See : Tala o Prana] 
Visara (fqUTC) — A terminology innovated by 



the author, Visara means complete 
expression or manifestation of the music 
style. 

Vistara 1 (fq«iK 1) — Application of many 
varieties of svara-arrangements which are 
suited for the raga for its fuller expression. 

Vistara 2 (Fq«iK 2) — Action by striking on 
an instrument. 

Vistirna (fasfaf)— [See : Alahkara] 

Vihahga (fqTf) — Name of a particular raga. 

Vihangada, VihahginI (fastf^, fefSf^ft)— 
Name of a particular raga. Behagda raga. 

Bihaga, Behaga (fqWT, %FT)— Name of a 
particular raga. 

Bihaga nam a yukta raga (fqWT -1IH<J<M (HI) — 
Name of ragas with prefix Bihaga — 
Bihaga-khambaj, Bihaga-belavala, Bihaga- 
sahkara, etc.. 

Bihagada, Bihagai (fasi'141, f^R)— Name 
of a particular raga. 

Bihar! ((qsi<l) — Name of a particular raga. 

Bin (#°T) — Name of a particular instrument. 
Tata or tantrl vadya (string or chordo- 
phone instrument). [See : Vadya]. 

Binkara («fl"l+K)— Player of Bin. 

Binkar-dhrupadI («ft"l+K SN^t) — The maes- 
tros of Tansen's daughter's line. 

Bln-setar (qfa ^R) — A type of vina, the frets 
of which can be shifted. 

Vina (qfalT) — Common name for chordo- 
phone or string instruments in ancient 
times. During the end of Vedic era, it 
became a common name for chordophone 
and aerpohone. 

During Vedic and Gandharva era, two 
different types of vina were recognised, 
e.g. — 1. Gatra vina; 2. Daravi vina. 

1. Gatra vina — Human voice; svaras 
situated on the finger tips of right hand. 

2. Daravi vina — Wooden Vina, producing 
all types of svaras. [See : Vadya] 

BIr 1(*1)- [See : Tana] 

BIr 2 (^T 2) — One of the eight rasas of natya 
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(drama). One of the navarasa (nine rasas). 
[See : Rasa] 
VIra parka (cf|<M<«() — Name of a particular 
tala. 

VTravikrama (qUfq*H) — Name of a parti- 
cular tala. 

Budbudaka (l^^O — Damaru. Dugdugi. 
[See : Vadya]. 

Bulbul-tara (^^^cfRT)— Name of a 
particular chordophone, Indian termin- 
ology for Taysokoto, a Japanese term. 

Buli Clfa) — Language. Bol. 

Brga OfT)— [See : Viraka] 

Brija-ananda (flRSfFK) — Name of a parti- 
cular raga. 

Vrtta 1 (^tT 1) — A particular type of ancient 
prabandha glta. A particular type of 
chanda (lyrical metre). [See : Prabandha] 

Vrtta 2 (^tT 2) — Aggregate of three, four, 
five or six vidaris. It is of two types, e.g. — 
1. Consisting of Avagadha or Arohl 
(ascending) Varnas; 2. Consisting of 
Pravrtta or Avrohi (descending) Varnas. 
[See : Vidarl, Varna] 

Vrtti 1 (ejfrT 1 ) — Attempt to express through 
words, mind and body, it is of four types, 
e.g — 1. ArbhatI; 2. SattvatI; 3. Bharati; 4. 
Kaisiki. 

These are applied in natya (drama). In some 
opinion Vrtti is of six kinds, e.g. — 1. 
ArbhatI. 2. Kaisiki, 3. SattvatI, 4. Bharati, 
5. Madhyamarbhatl, 6. Madhyama- 
Kaisika. 

Arbhati — meaning — middle aged/ 
matured. 

SattvatI — meaning — a little middle-aged/ 
a little matured. 

Madhyamarbhatl — Softness among 
matured people. 
Vrtti 2 (^fa 2) — The style of playing. A kind 
of marga. Vrtti is of three types — e.g. — 
1. Citra, 2. Avrtti, 3. Daksina. 
dtra — Consists of short playing, fast laya 
(tempo), with pre-eminence of sama-yati 
and anagata graha. [See : Graha, yati] 



Daksina — Consisting of glti, Catuskala- 
tala, Vilamvitalaya (slow tempo), and with 
pre-eminence of, Gopuccha-yati and Atlta 
graha. [See : Respective terms] 
During the later period this 'vrtti' was called 
'marga' and slight change had come about 
in their definition. Avrtti was then used 
as vrtti. 

Vrtti-jati (^PrMlPd)— It is a pattern of 
expression of glta-vadya. This is of four 
types, e.g— 1. Tala-vrtti, 2. Laya-vrtti, 3. 
Gati-vrtti, 4. Marga-vrtti. 

Vrnda (^) — Assemblage/collection, 
congregation of singers and players. 
Assemblage of kutapa. [See: Kutapa]. 
Vrnda is of three types, e.g. — 

1. Uttama-vrnda — The Vrnda in which 
there are four main singers, eight co- 
singers, twelve lady-singers, four flute 
players and four mrdahga players. 

2. Madhyama-vrnda — The vrnda which is 
formed with half the members of uttama- 
vrnda. 

3. Kanistha-vrnda — The vrnda in which 
there is one main singer, three co-singers, 
four lady-singers, two flute players and 
two mrdahga players. 

The vrnda which is formed with lady- 
singers is called gayanl-vrnda. It is of 
three types, e.g. — 

1 . Uttama gayarii vrnda — In which there are 
two main singers, ten co-singers, two flute 
players, and two mrdahga players. 

2. Madhyania gayarii vrnda — In which, there 
are four main lady singers, one flute 
player, and one mrdahga player. 

3. Adhamagayami vrnda — In which the 
number of main lady singers, co-lady- 
singers and number of instrumentalists 
are less than those in madhyama-gayanl 
or the number is irregular. 

Vrnda-gayana (^ "WW) — Vrnda gayaka. 
Who sings in company with many others. 
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Vmda-vadana (=R ^T^T) — Orchestra of 
instrumental music. 

VrndavanI (<j-<;iqi1) — A prevalent raga. A 
variety of Sarahga-raga. 

Brhatl (fFcft) — A larger version of Kinnari 
vlna. [See : Vadya] 

Brhadantara (<j5<;*fl<) — A large interval. The 
interval between two svaras in the ratio 
of 9/8 or 10/9. According to modern 
HindusthanI paddhati, it is the interval or 
distance, between S to 6uddha-Ri or 
£uddha-Ri to Suddha-G or £uddha-M to 
P, P to Suddha-D to Suddha-Ni. [See : 
Svarantara] 

Brhannata (^^H) — Name of a particular 
raga. A variety of Nata raga. 

Beorc (^3TtTT) — History. Detailed descript- 
ion. Accounts. 

Beora-gana (^teftTTTH) — A song composed 
on the theme of any event or historical 
narration. 

Begasvara («h*=Ki) — Ancient 'Besara' giti. 
[See : Giti] 

Begana (^TH) — Vedic 'Veyagana'. Vedic 
'Gramageya gana'. [See : Sama gana] 

Be-Zarab tana — Tana with no stress on any 
Svara. As tana. Lag-tana. [See As, Lag] 

Bed (^5)— PagdI. [See : Pagdi] 

Beda-sapat (^smnie) — The sapat tana in 
which there is little zigzag or circular 
motion. 'Bedha-sapat'. [See : Tana] 

Ben! (^ft) — [See : Alahkara] 

Benl-kedar (W-%^TT)-Name of a 
particular raga. 

Benu (^3) — [See : Vadya, Alahkara]. 

Be-tala (^-<TTCT) — The music, in which 
purity of tala is not kept. 

Be-tala (^-fflW) — The singer who is unable 
to maintain purity of tala while singing. 

Veda-gana (^^TH) — Sama-gana. Vedic 
mantras prevalent in Brahma-Samaj 
which are composed in modern tune. 



Veda-chanda (^T^) — Vedic chanda 
(metre). 

VedavatI (3<;qa1) — Name of a particular 
raga. 

Be-manja (^-hi*jii) — A particular chanda 
(rhythm) of anaddha vadya (membrano- 
phone). A method of playing of Anaddha- 
vadya. Application of any vistara or tana 
over and above specific chanda. [See : 
Vistara, Tana] 

Beya-gana («h'iii) — [See : Begana]. 

Be-laya (^-cFI) — Breaking laya of tala or 
the person who breaks laya. 

Belavala («MM<H) — [See : Bilavala] 

BelavalT (^dMcril) — Belaoll. Name of a 
particular raga. 

Bell 1 (^eft 1 ) — Name of a particular raga. 

Bell 2 2 )— Belly. Tabli or belly of violin. 

Bellow (3cft) — Bellow. Bellow which 
directs air into the Harmonium, organ etc.. 

Beloyari (•^Kl)— [See : Bilhari] 

Be-sam (%-^) — Presentation of gita (song) 
and anaddha vadya (membranophone) 
together, having started the song from any 
where of tala, but come to sama together. 

Besara (^RT) — Begasvara. A particular type 
of giti. Raga-giti of ancient Gandharva- 
sahgita. Giti or style of singing 
incorporating fast-sartcari svara and 
varna. [See : Giti, Varna] 

Be-sur (^-^JT) — Incorrect application of 
svaras. Violation of the specific position 
of micro-tone (Sruti), specific frequency or 
ratio relation with other notes. 

Be-Sura, Be-Suro ^-^D— Voice or 

instrument, producing impure svaras. 

Behagda (<^l'l£l)— [See : Vihahgada]. 

Behari, Bihari (%T#, fasrct)— Name of a 
particular raga. 

Bihari-Sarahga (fasiO ffi^) — Name of a 
particular raga. 
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Behala (3^Tcn) — Violin. Name of a 
particular instrument of the West, played 
by bow. [See : Vadya]. 

Vaijayanti (^jRT^ft) — Name of a particular 
raga. 

Vaithak (^33T) — The manner in which an 
instrumentalist sits. Seat (Asana). It is of 
two types, e.g — 1. Sardari and 2. Darbari. 

Vaithaki-gana (3<j*1 7 TH) — Majlis-i-gana. 
The song, in which influence of raga- 
sahgita is predominant. 

Vaina (^T) — Vina-player. Dancer. 

Vainava, Vaina vika (^R, ^ u ifqfi) — Player 
of benu/venu (flute). 

Vainika (^fa^)— Player of 'Vina'. Player of 
benu/venu (flute). 

Vainuka (^p>) — 'Benu'-player 

Vaitalika (^dlld* )— Those who sing 
auspicious songs (mahgala gana) or recite 
in praise (stuti patha) early in the morning 
to help kings and queens to wake up from 
their sleep. Stuti-pathaka (who recites 
verses in praise). 

Vaidika Saptasvara (3fcF U^WO— Vedic 
seven notes — 

1. Jatya; 2. Abhinihita; 3. Ksaipra; 
4. Praslista; 5. Tairavyanjana; 6. 
Tairavirama; 7. Pada vrtta. 
or 

1. Krusta; 2. Prathama; 3. Dvitlya; 
4. Tritlya, 5. Caturtha, 6. Mandra; and 
7. Atisvarya (Atisvara). 
For difference in pronunciation, the names 
of these seven Vedic svaras are — 

1. Vinardi, 2. Anirukta, 3. Nirukta, 
4. Mrdu, 5. Slaksna, 6. Kraunca, 
7. Apadhvanta. [See : Sandhi and Sama]. 

Vaidika svara (3R<*> Tm) — Vedic svara — 
Vedic svaras are of three types according 
to difference in utterance, e.g. — 1 . Udatta, 

2. Anudatta, 3. Svarita. Rarely, 'Pracaya' 
(an articulative Vedic note) is added to 
these. Due to diference in temperament 
and change or distortion, Vedic svaras are 
of two types, e.g. — 



1. Prakrti svara (natural Vedic notes) : 
Krusta, Prathama, Dvitlya, Trtlya, 
Caturtha, Mandra, Atisvarya. 

2. Vikrti svara (distorted due to articul- 
ative expression) : Prehkha, Namana, 
Karsana, Vinata, Atyutkrama, Sampra- 
sarana and Abhigita. 

Vainateya (3ich) — [See : Tana]. 

Vairagi (^TPft) — Name of a particular raga. 

Vairafi (^TT#) — Another name for Vadadl 

or VaratT raga. 
Vaisnavl (^icfl) — Name of a particular 

raga- 

Bpmbaka («j)H+) — A particular type of 
sound. Voice which is dry, emotionless, 
harsh and shrill. 

Bol (#el) — Varna. Syllables. Aggregate of 
syllables. Aggregate of syllables of 
membranophone instruments. In 
Karnataka terminology, it is 'Jati'. Letters 
or lines of language. Bol is of three 
varieties, e.g. — 

1. Bol of voice, 2. Bol of string instruments 
and 3. Bol of membranophone 
instruments. Apart from these, there is Bol 
of Nrtta (dance). 

1. Bol of voice — It is of two types, e.g. — (a) 
letter, word or line of language, (b) 
Syllables or Varna used in alapa of Tilana, 
e.g. — Ne, Te, Ri, Nom. Dani, Dim, etc.. 

2. Bol of String instruments — Although bols 
of Vina, Sitar, and Sarod (the string 
instruments), are the same, the technique 
of playing them is not the same. Example 
of this type of bol — da, ga, ra, da, ra, dara, 
diridiri, ghe, na, etc.. Some extra bols have 
been created for vina. 

3. Bol of membranophone instruments — Same 
type of bol is used in Pakhavaj and Tabla 
but slightly different bols are also 
available for Srikhol. 

(a) Bol of Pakhavaj and Tabla, example: — 
Ta, din, na, ti, ti, ka, gha, ra, da, thun, dha, 
dhin, tin, etc.. 

(b) Bol ofSrikhol example — jha, ghin, dhei, 
tei, ya, ja, ji, kha, khu, gu, tha, thin, etc.. 
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In ancient times also, different anaddha 
(syllables of drums) were played on 
different instruments. 16 letters or aksaras 
were applied as bols in Puskara class of 
instruments, e.g. — ka, kha, ga, gha, ta tha, 
da, na, ma, ta, tha, da, dha, ra, la, and ha. 
During the later period, these were — ka, 
kha, ga, gha, ta, tha, da, dha, na, ta, tha, 
da, dha, na, ra, and ha. By mixing these, 
jhem, dem, etc. used to be created. 

Bol-tana (^c^-cTH) — Tana performed 
through letters of the lyric of the song. 
[See : Tana]. 

Bol -Banana (^TcT — Impressive perfor- 
mance to express meaning of the lines of 
the lyrics or sentiments of the sentences 
by suitable arrangement of svaras in 
Thumarl gana. 

Bol-bam C^teJ-^Toft) — Combination of many 
different bols. 

Bol-bharna (^tcT *T^TT) — To present words 
of the lyric beautifully, inbetween strings 
of svaras of Khayal song. 

Bolan («ikmt) — To utter verses in Tarja song. 

Vyavahara (°qiq$i<) — Application. The act 
of presenting music. 

Vyapti (^iHfl) — Vistara (expansion). Svara- 
vistara of raga (expansion of a raga with 
svaras). 

Vyavrtta — [See : Alahkara] 

Vyutakrama ( o^a*H ) — Reversion of 

succession. Ulat-palat (Topsy-turvy). 
Brahma (^51) — Name of a particular tala. 
Brahma granthi Tlf^) — The place of 

conjunction of the pulses — Ida, Pihgala 

and Susumna. 
Brahma talam (9$wi<n*0 — A kind of Kara- 

tala in Karnataka terminology, the 

diameter of which is one vitasti (half a 

cubit) and is used in temples. 
Brahmabln ( W^ta) — A variety of Tanpura. 

[See : Vadya] 
Brahma-vina — A particular type 

of ancient vfna. [See : Vadya] 



Brahma-yajna (sl?PT*0 — [See : Tana] 
Brahmayoga (^T'?r ! Tt 7 T) — Name of a 

particular tala. 
Brahma-sanglta (W^'^cT) — Music of 

Bengal, the subject of which is worship of 

Brahma. Ram Mohan Roy innovated this 

style. 

Brahmavarta ( WT^f )— Name of a 
particular raga. 

Bh(*r) 

Bhaokos, Bhukos ( ^T3Tt^TT?T, *J^faT)— Name 

of a particular raga, 
Bhaosak, Bhaosak ( *T3ft7n=F, ^3TrHT<s)— 

Name of a particular raga. 
Bhaosakl, Bhaosak! (T3ilVII+T, ^■hi*!)— 

Name of a particular raga. 
Bhakta turya ( W^)— Anaddha vadya, 

percussion instrument, played during 

meal time. 

Bhakti ( ) — During singing of stotras of 
[See : Stotra] Vedic yajna ceremony, the 
stotras were sung, divided into different 
parts, — these parts were called bhakti. 
Generally, there were five kinds of 
bhaktis, e.g.— 1. Prastava; 2. Udgitha; 3. 
Pratihara; 4. Upadrava and 5. Nidhana. 

According to some opinion there were seven 
kinds of bhaktis e.g.— 1. Ohkara, 2. 
Hihkara, 3. Prastava, 4. Udgitha, 5. 
Pratihara, 6. Upadrava, 7. Nidhana. Or, 
instead of 'Ohkara', Adi' to come in place. 

Bhakti-rasa (srf^ITH) — According to 
Karnataka and Vaisnava opinion, it is a 
particular devotional sentiment or tenth 
rasa. According to other opinion, it is a 
variety of emotion. 

Bhakhar, Bharhkhar (*TC3R, HSR) — Name 
of a particular raga. 

Bhakhar yukta raga-nama ( l^T TFT 
TR) — Names of ragas with prefix 
Bhakhar — Bhakhar-pahcama, Bhakhar- 
bhairava. 
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Bhakhari (H73TTT) — Name of a particular 
raga. 

Bha-gana ( H-TT) — Adding two laghu 
varna after one guru-varna. [See : Gana] 

Bhagna ( — Unpleasant sound like that 
of a donkey. A particular fault of sound. 

Bhajan (*T3R) — Songs on the subjects of 
devotion to God, greatness of guru, 
knowledge, conscience, indifference to the 
world. Religious songs. Chanting of the 
name of the Lord. Songs with utmost 
pleasantness. A particular style of song in 
which there is pleasantness with softness 
and same importance is given to svara and 
language. This type of song is sung 
generally in 'Bhajani' tala or Dadra type 
of talas. The difference between Bhajana 
and Dhrupada type of songs, composed 
on devotional themes, is only in their 
styles of expression. 'Santa-gita' and 
Kartanas also come under Bhajan category. 
The differences may be maintained under 
the following rules — 
1 . Bhajan — discussion about God, 2. Santa- 
glta — advice on indifference to the world. 
3. Kirtana — songs, on name of the Lord 
or His amorous sports. 

Bhajan-gosthI (*TSR Tft^t) — A group of 
bhajan singers, formed with a main singer, 
dohar (co-singers) and vadaka (players). 

Bhajan 6ruti ( '-TSR^ftf)— 'Nasbug* in 
Karnataka terminology. [See : Nasbug] 

Bhajani ( ^Fspft) — Name of a particular tala. 

Bhanita (HpTcTT) — mentioning of the name 
of the composer or padakarta of the poem. 

Bhavanl (*F?Ht) — Name of a particular 
raga. 

Bhammani ( TOTPft)— -Name of a particular 
raga. 

Bharata 1 ( *Rcl 1 )— Nata. One who is know- 
ledgeable in drama. One who is know- 
ledgeable in Natya-sastra. Writer of 
Natya-sastra. 

Bharata 2 (TOT 2)— A particular tribe/clan 
whose profession is dancing. Professional 



dancers of Gujarat. 

Bharata 3 ( *TT<T 3) — Any thing that is 
established by bhava (emotion/thought), 
rasa (sentiment), tala. 

Bharatanatyam (TOW<SJH,) — A particular 
classical dance style, prevalent in South 
India. It begins with 'Namaskara' (bow/ 
salutation) and ends with exhibiting 
various beautiful footwork. The various 
steps of this dance are as follows : — 

1. Alarippu — To dedicate oneself at the feet 
of God like a full bloomed flower. Use of 
'tei', 'ta' etc., bols (syllables) or varnas of 
nrtya are made with song and tala. These 
varnas of nrtya (syllables of dance) are 
called 'Sollukkattu' or 'Sollakkettu'. 

2. fatisvaram — Expressing syllables of Tala 
and Svaras in dance. [The real spelling of 
Jati is Yati, which means varnas (syllables) 
of instruments.] 

3. Sabdam — Expressing the meaning of 
words of song by acting through dance. 
The song expresses glory. 

4. Varnam — Expressing a story through 
dance, with which nrtta [body movement 
without expressing any emotion] is done 
several times in between. In Varnam, 
varieties of chanda (rhythm) with 
'ahgahara' and Tihai or Tiramanam are 
used. [Tihai means three times repeated] 

5. Padam — Padam is a type of song which 
expresses Nayika-bheda and this is 
exhibited through abhinaya (acting) only. 
[See : Nayikabheda] 

6. Tillana — Nrtta (dance), which is done 
in between pada, exhibiting various 
gestures and postures in different tempo. 
Each part of this nrtta is called 'Adabu'. 

7. Slokabhinaya — Acting of slokas through 
dance. 

Bharata-basanta, Bharatamata-bhairava 

( HTrT-^TRT vRdHd-^)— Name of a 
particular raga. 
Bharatanga ( TOT^I) — Name of a particular 
tala. 

Bhartidara ( MTVikK)— Various acts 
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expressing raga. The musician, who is a 
collector of many raga-ragims. 
Bhari (Mft)— Tali (clap). Strike. Those tala 
divisions of Hindusthanl-paddhati, where 
there is no fak or fakh (unsounded beat). 
[See : fak] 

Bharoya ( MTRT) — Name of a particular tala. 
Bharova. 

Bharhkar ( WT)~[See : Bhakhar] 

Bha var (*-T3T) — Bhramar. Name of a 
particular raga. 

Bhao (MT3Tt) — Bhav. To express the emot- 
ions of mind through ahga (body move- 
ments). 

Bhao-batlana (MT3ft ^cJrTHl) — Bhao batana. 
Expression of the inner meanings of the 
words of the songs of Thumari-style, 
through tune and body gestures. 

Bhaoyaiya (V3^a||^a||) — Particular type of 
folk songs prevalent in the areas of 
Rangpur, Coochbihar etc, in Bengal. 

Bhag ( MR) — Division of tala or part of pada. 

Bhagavatara ( MI'MdK)— In Karnataka 
terminology, one who explains religious 
scriptures with the help of music. Teacher 
of music or professional musician. 

Bhaja (Hhn) — To practise. Riaz. To do 
Alapa (expansion of a raga). 

Bhaf ( MR) — One who sings the glory of a 
family or one who sings in praise of God 
or kings. Singer who sings lyrics on social 
conditions or historical events. 

Bhatiyar, Bhatfyar («-Tffe*TTT, MfcfH)— 
Prevalent HindusthanI raga. 

Bhafhiyal, Bhafiyal (MTfeqicT, MTfoneT)— 
Name of a particular raga. 

Bhatiyall (Mlfcndt)— A particular type of 
folk song of East Bengal. 

Bhanda (*rnn5) — A particular type of 
mrdahga. 

Bhandir-bhasa (MTfrsR MM) — Prakrt lan- 
guage prevalent in the middle ages. Many 
songs have been composed in South India 



in this medium. 

BhanumatI ( MRMcft ) — Name of a particular 
tala. It is a Karnataka 'Mela' or raga. 

Bhava (MR) — A particular state of mind. 
Transformation or change in the state of 
mind. Change in mental state that takes 
place in order to express the permanent 
rasa (sentiment) of one's mind for the sake 
of natya (drama) or any other external 
cause. 

Bhava prakara (Mm T3TR) — Change in 
bhava due to natya (drama). It is mainly 
of three types — e.g. — 
1. Sthayi bhava, 2. Byabhicari bhava and 
3. Satvika bhava. 

1 . Sthayi — As an ingredient of rasa, to have 
a state of mind (bhava) which is un 
adulterated. 

It is of nine varieties, e.g. — (1) Rati, (2) 
Hasa, (3) Suca, (4) Krodha, (5) Utsaha, (6) 
Bhaya, (7) Jugupsa, (8) Vismaya, (9) 
Nirveda. [According to some opinion, 
6anta should be in place of Jugupsa and 
6ama should be in place of Utsaha. 

2. Vyabhicari bhava — A bhava (feeling) 
which is short lived, faltering and full of 
variety. It is generally of 33 varieties, e.g.— 
(1) Nirveda, (2) Glani, (3) Sahka, (4) 
Asuya, (5) Mada, (6) 6rama, (7) Alasya, 
(8) Dainya, (9) Cinta, (10) Moha, (11) 
Smrti, (120 Dhriti, (13) Brlda, (14) 
Capalata, (15) Harsa, (16) Abega, (17) 
Jadata, (18) Garva, (19) Visada ,(20) 
Outsukya, (21) Nidra, (22) Apasmara, (23) 
Supta, (24) Vibodha, (25) Amarsa, (26) 
Avahittha, (27) Ugrata, (28) Mati, (29) 
Vyadhi, (30) Unmada, (31) Marana, (32) 
Trasa, (33) Vitarka. The other name of this 
bhava is 'Sancari-bhava'. 

3. Satvika bhava — Feelings (bhavas) of joy 
or sorrow expressed by body gestures 
according to the norms of drama. This is 
of eight varieties, e.g. — (1) Stambha, (2) 
Sveda, (3) Romanca, (4) Svara-bheda, (5) 
Vepathu, (6) Vaivarnya, (7) Asm, (8) 
Pralaya. 
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Bhava Sahayaka ( *H<W6W+)— Those which 
help to produce 'bhava'. These are of three 
types, e.g. — 1. Vibhava, 2. Anubhava, and 
3. Sancarl-bhava. 

(1) Vibhava — A person, a thing or some 
quality that produces bhava. It has two 
states, e.g. — (a) Alamvana and (b) 
Uddipana. 

(2) Anubhava — The act through which 
bhava expresses itself. 

(3) Sancari-bhava — The physical efforts 
through which mental state is expressed. 
This expression is restless and temporary. 
Examples of the above mentioned three 
'bhava's: — 

(1) Example of Vibhava — nayaka (hero), 
nayika (heroine), duti (messenger), 
alahkara (ornaments), candra kirana 
(moonlight). 

(2) Example of Anubhava — kataksa (side 
glance), romanca (thrill), cinta (worry), 
unmada (madness). 

(3) Example of Sancari-bhava — glani 
(exhaustion), visada (sadness), ugrata 
(fierceness), capalya (restlessness). 

Bhavata (*TTW) — Able to express bhava. 
Expert in expressing bhava through 
acting. 

Bhavuka (*n^>) — The singer who can 
infuse bhava in songs. Expert in knowing 
inner meanings of songs. 

Bhala(*ncl)— [See : Alahkara] 

Bhasa (*TTO) — A type of ancient giti. A 
variety of ancient ragas. A Gandharva 
raga which is fit for alapa (expansion). 

Bhasahga ( WT^f ) — One of the four ancient 
DeSI-ragas. A 'Desi-raga' structured by 
taking the image of ancient Bhasa or 
Grama-raga which was capable of having 
alapa. According to Karnataka opinion, it 
is that raga, which is closest to Ragahga- 
raga and which is bound by regional rules. 

Bhasan-yatra (*ir<TR TTTSn) — Manasa- 
mahgala kavya, a narrative on Mansa, the 



goddess of serpent, performed on the lines 
of yatra (Jatra). [See : Yatra] 
Bhaskara (^TR^T) — Name of a particular 

raga. 

Bhaskari (*JIW>fl) — Name of a particular 

raga- 

Bhaskari-yukta raga-nama ( MT^ft-^RT TFI 
"=TFl) — Raga names with prefix Bhaskari — 
Bhaskari-kalyana, Bhaskari-kanara etc.. 

Bhinna-pancama (f^-iH^n) — Name of a 
particular ancient raga. A variety of 
'Grama-raga' of the Gandharvas. Name of 
an ancient raga with a modern form. 

Bhinna-sadja (fMH">l^»l )— Name of a 
particular ancient raga. A variety of 
Grama-raga' of the Gandharvas. An 
ancient raga with a modern form. 

Bhinna (f*FTT) — A variety of ancient-song 
(giti). A giti consising of gamaka, and 
svaras which are curved (vakra) and fine 
(suksma). [Vakra=not simple (asarala). 
Suksma=clear (suspasta) alankaras.] [See : 
Gamaka] 

Bhlta ( *ftcT) — A particular fault of singing. 
One who sings with fear. 

Bhima (Hfa) — Slightly prevalent raga. 

Bhlma-yukta raga-nama (*ffa-^T TFI 
^TR) — Raga names with prefix Bhim — 
Bhim-kanara, Bhim-kaus, Bhlm-nagani, 
Bhim-palasI, Bhimasrl, Bhlm-sararh, etc.. 

Bhujanga (^Tf) — A particular type of 
raga, which is not prevalent. 

Bhuri (*£fT) — According to Karnataka 
terminology, it is a kind of curved &iha 
(Sihga), horn type of instrument, made of 
brass, used in temples. 

Bhiit sarhkhya (*£jT Tf"©IT)— A number 
designated for a particular thing or 
subject, e.g. — Candra=l, Netra=2, 
Agni=3, Veda=4, Vana=5, Rtu=6, Rsi=7, 
Vasu=8, Brahma=9, Dik or Disi=10, 
Rudra=ll, Aditya=12 etc. 

In Karnataka paddhati, the svara-sthanas of 
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each Melakarta raga (72 in number), are 
determined by the cakra of the Bhuta 
Sarhkhya. [See : Cakra] 

Bhupa — Corruption of the name of 
raga-Bhupali. 

Bhupa-yukta raga-nama (H5~^^ 
TFHTR) — Names of ragas with prefix 
Bhupa — Bhupa-kalyana, Bhupa-kanara, 
Bhupa-kedara, Bhupa-todI, Bhupa- 
sarikara, Bhiipaki-kalyana, Bhupakl- 
kanara, etc.. 

Bhupala ( »JW) — Name of an ancient raga. 
A raga of the Karnataka paddhati. 

Bhupala-yukta raga-nama (H^'^^i^ ^ 
TTR) — Names of ragas with prefix 
Bhupala — Bhupala-todI, Bhupala-ranjini, 
etc.. 

Bhupall ( *J5Tcft) — Name of a particular 
raga. 

Bhumi-dundubhl ^*ft) — A Vedic 
anaddha vadya (membranophone). [See : 
Vadya] 

Bhusika ( *jfw) — Kan or sparsa-svara, note 
with slight touch of the alankara (orna- 
mentation). English term is 'Grace note'. 

Bhedaka 1 1) — Svara, pata, etc. 

'prabandha-ahga's, with which or with the 
special use of which, differences with 
other prabandhas can be explained. [See : 
Prabandha 1] 

Bhedaka 2 (*te^> 2) — The musical ingre- 
dients with which differences between 
musical elements/subjects can be 
explained. For example — in ancient times 
'D' and 'P', the two svaras, were 
considered 'Grama-bhedaka' svaras i.e. 
indicated difference between Sadja and 
Madhyama gramas]. 

Bheri (^)— Dundubhi. [See : Vadya] 

Bhairava 1 ( ^ 1 ) — Prevalent Hindusthani 
thata and raga. 

Bhairava 2 (^f 2) — Ancient type of tana. 
[See : Tana] 



Bhairava 3 3) — Name of a particular 
tala. 

Bhairava-yukta raga-nama (^-^T TF1- 
— Names of ragas with prefix Bhai- 
rava — Bhairava-bahar, Bhairava-barani, 
Bhairava-vairati, etc.. 

Bhairava ( ^M) — Name of a particular raga. 

Bhairavi — Prevalent Hindusthani 

thata and raga. 

Bhairavl-yukta raga-nama ( ^T^t-^^I 
Tn-HPT) — Names of ragas with prefix 
Bhairavi— Bhairavi-todI, Bhairavi-bahar, 
etc.. 

Bhoga ( ^frr) — The first part out of the two 
of 'Abhoga' tuk or dhatu (stanza). Sancari. 

Bhoga-bhogI (*ft 7 n-»Tt 7 ft) — 'Bhoga' and 
'Abhoga' tuk or dhatu (stanza). Sancari 
and Abhoga. Arohl (ascendance) and 
Avrohl (descendance) portions of 
'Abhoga' tuk. [See : Tuk, Dhatu] 

Bhoga-yukta raga-nama (*Tt 7 T-'^Rl TFI- 
^TR) — Names of ragas with prefix 
Bhoga — Bhoga-kanara, Bhoga-basant, 
Bhoga-vahini, Bhoga-manjarl, Bhoga- 
sararh, etc.. 

BhogI ( , fr r ft) — Name of a particular raga. 

Bhogis van ( ^'ftJWl) — Name of a particular 
raga. 

Bhorkali ( *lk+d1 )— Name of a particular 
raga. 

Bhor-basant ( t-tIt-W^)— Name of a 

particular raga. 
Bhramana ( WI) — Name of a particular 

tala. 

Bhramara, Bhramarl ( WK, — Karana- 
bheda in nrtya (dance). Fast movement/ 
motion. [See : Karana 5] 

Bhramarl ( WRt) — A recenthy innovated, 
small sitar. [Innovator — Sureshchandra 
Chakravarti. Named by — Kaji Nazrul 
Islam] 
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Mai sail (h^iici!) — A variety of the Bengali 
folk song, named Bhatiyali. The cowboys 
of East Mymensingh and West Srihatta 
area sing this song while minding 
buffaloes. 

Makarinl (M«t>f<"ft)— The last portion of 
alapa of raga. The fifth stage of raga-alapa. 

Ma-gana (T-TTT) — [See : Gana] 

Mag-Firingir gana ("^-ftrft^ft TR) — 
Historical folk-songs which were based on 
the stories of torture committed by the 
Portuguese pirates. These songs were 
more prevalent in Chittagong area. 

Mangala ( H^-<n) — A particular type of 
ancient gita-prabandha. A particular type 
of chanda. A rare raga. A kind of tala. 

Mahgala-yukta raga-nama ( H^-d-^^T 
TFT-' : TFT) — Names of ragas with prefix 
Mangala — Mahgala-kosa, Mahgala- 
kanara, Mahgala-gurjari, Mahgala- 
bhairava, Mahgala-sampurana, Mahga- 
lastaka, etc.. 

Mangala gita (h^ci ifttT) — Rural form and 
version of ancient 'Mangala' gita- 
prabandha. It is a kind of narrative song 
performed with a purpose or motive, and 
its composition is based on various stories 
of Puranas or otherwise. Narration is 
presented with song, while there is 
inseparable relationship with 'Disa-gana' 
[See : Disa] included in the narration. 
Many types of mahgala-gitas, e.g. Kalika- 
mahgala, Candi-mahgala, Durga- 
mahgala, Manasa-mahgala, Raya- 
mahgala, etc. were found to be prevalent 
in Bengal during various periods. 

Manca ('TO) — Corruption of the ancient 
word 'Mantha'. It is a variety of tala. 
Bengali terminology for the English word 
'Staff (in notation). 

Manjari (TOft) — A type of non-prevalent 
raga. 



Manjari-yukta raga-nama ( naO-^^RT 
TFT-^TW) — Names of ragas with prefix 
Mahjari-Manjari-todi, Manjari-saram, etc. 

Manjira (T^k) — Nupur. Ghuhgur. (Tiny 
bells for the anklets). 

Manjidar (nafkiO — A variety of gat in 
tabla-lahara. [See : Lahara] 

Manjughosa (h^mIii) — Name of a ancient 
raga. 

Mathya, Marsha (ttot, WZ) — Name of a 
particular tala. A Karnataka tala. A type 
of alahkara (ornamentation). 

Maddu, Madduka CR^l, T n^§3>) — A type of 
large damaru, a kind of drum. 

Manthaka (h«<3*) — A particular type of 
ancient 'Gita-prabandha', the other name 
of which is Mantha [See : Prabandha 3]. 
An ancient tala. 

Mandarl (h u s<1) — Name of a particular 

Mandala (H"^d) — Chapter. Prastara or 
expansion of Svara or Murcchana. A 
common name for svara, murcchana, tana, 
etc.. Mixture of a few 'carl's of ancient 
dance. Alahkara. [See : Respective terms] 

Matta -( T T5f) — Name of a particular tala. 

Mattakokila ("TrT ^f^TcO — Name of a 
particular Karnataka raga. 

Mattakokila (^TtT «hll*cii) — Svara mandala, 
a musical instrument. [See : Vadya] 

Mattasanmukha (Htn-^o) — Name of a 
particular tala. 

Matsarlkrta (H^-Hfl'sbdO — A particular type 
of ancient murcchana. [See : Murcchana] 

Madana i" 1 ^) — Name of a particular tala. 

Madana-dola (TR^-%TI) — A particular Tala 
of Kirtana of Bengal. 

MadantI ( H<;nil ) — A particular name of a 
SVuti. [See : $ruti] 

Madraraul-kanara (hs<i<sci <*w<\) — ^Nameof 
a particular raga. 

Madhgiri (^T«lPTft)— Raga 'Madhukari'. 
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Madhu — Name of a particular raga. 
Madh va Madhu-yukta raga-nama 

ItJ-'J^RT TFT-^) — Names of raga with 
prefix Madh or Madhu — Madhkeli, 
MadhkoSa, MadhvantI, Madh-basant, 
Madhu-marijarl, Madhu-malati, Madhu- 
mithun, Madhu-rahjanI, etc.. 

MadhukarT 1 C^H^Rt 1 ) — A particular name 
of a Sruti. [See : Sruti] 

Madhukarl 2 (R'J^TTt 2) — A variety of 
ancient flute. [See : Vadya] 

Madhukarl 3(*T«$^>tf 3)— Name of a 
particular raga. 

Madhura C'Pg.) — [See : 6abda guna] 

Madhya, Madh (*T«9, W)— Natural voice 
produced in throat. The natural place of 
svara. The second or natural place of 
Saptaka. The natural laya or tempo of tala, 
which is based on laghu-matra (I). [See : 
Sthana, Laya] 

Madhyamana (T^nTR) — Name of a 
particular tala. 

Madhyalaya ("*T«Jcrq) — The natural laya 
(tempo) of tala. 

Madhyasthana ('mzrWR) — Madhya or 
Mudara. Out of the three Indian Saptakas 
(heptads), it is the middle one or Mudara. 

Madhyasthayl (R«T?*TRt)-— According to 
Karnataka terminology, it is the 'Madhya- 
sthana' (middle octave) 

Madhyama (R^TT) — Fourth svara of 
saptaka. In short, it is 'M' svara. 

Madhyamakala (WH+W) — A variety of 
'Manodharma Sahgita', according to 
Karnataka terminology. Doing tana and 
vistara of song with the help of bols 
(syllables) like 'a', 'nom', 'torn', etc., in 
which strict regulation of tala is not 
adhered to. Ghanam. [See : Manodharma 
Sahgita] 

Madhya ma-gay an! vrnda (^H'lNil i^) — 

[See : Vrnda] 
Madhyama-grama (TWHT TITR) — A 



particular 'grama' (musical scale) or 
'Svara-grama', which was prevalent in 
ancient Gandharva or Marga Sahgita and 
which had its first svara (tonic) or 
'gramanl' svara on 'Madhyama' or 'M' the 
fourth note. Name of a particular grama- 
raga. 

Madhyama-grama-raga (R^R TTR TR) — 
Name of a particular ancient garam-raga. 
A particular 'grama-raga' born out of 
ancient Madhyama-grama' [See : Grama 
raga] ^ 

Madhyama Vaggeyakara (THRcH'^+K)— 
[See : Vaggeyakara] 

Madhyama vadak (T«R ^T^) — One who 
does not possess a few of (vadaka-gunas), 
good qualities of playing. [See : Vadak 
guna-dosa] 

Madhyama vrnda C«T«m ^) — [See : 
Vrnda] 

Madhyama-raga (^WR TFT) — The raga in 
which it is possible to carry out vistaras 
(expansion) but in a broad way. 

Madhyama Sadharana ("*TWR TfT*TR T T) — 
When 'G'-svara or Gandhara, borrows the 
first sruti of 'M'-svara or Madhyama 
(consisting of 4 srutis) of Madhyama 
grama and becomes 3-srutis and Pahcama 
(P) svara borrows the last SVuti of 'M' svara 
and becomes 4-srutis (P of madhyama 
grama is of 3-srutis under normal 
conditions) then, the changed 'M' svara 
becomes 2-srutis and is called Madhyama 
sadharana. Cyuta madhyama. [See : Cyuta 
madhyama] 

Madhyama ("R^RT) — A particular 'Jati', 
which used to be the frame for composing 
tunes in ancient Gandharva Sahgita. [See : 
Jati] 

Madhyama-kapala (W**h\ <*>hkti) — Name of 
a particular Kapala giti under ancient 
Gandharva 'Brahma glta'. 

Madhyamadi ( M I R )— Belongs to the 
class of Raga Sararh'. 'Madhmad sararh, 
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raga. A raga belonging to the class of 
ancient ragahga. 
Madhyamavati (^Miqal) — A raga which 
is non-prevalent or recently innovated. A 
Suddha-raga of the Karnataka paddhati 
(system). 

Madhyamodicyava ('R'^pTt^Nw) — An 
ancient Jati. [See : Jati]. 

Madhyasthams^(-Rw?wnFT)— Adding the 
avayava (structure) of a raga with another 
raga, where question of having any 
similarity or dissimilarity with each other 
does not arise. [See : Arhsa, Avayaval]. 

Madhya (*T«n) — Name of a particular sruti- 
jati. [See : Sruti-jati] 

Manararh (T^) — Name of a particular 
raga. 

Mansar gana ( ni*m 7 TH) — Manasa- 
mahgala. A non-puranic Mahgala-glta, 
based on the story of Lakhindar-Behula. 

Manasa-mangala ( 'TWHTfcT ) — [See : 
Mahgala-gita] 

Manodharma Sangita (*rft«pf fl'jfld) — In 
Karnataka terminology, it is a self created 
type of music. It is of four kinds, e.g. — (1) 
Raga-alapana; (2) Madhyama kala tanam; 
(3) Pallavi and (4) Svaram-gita. 

Manomanjarl (RTlwft) — Name of a 
particular raga. 

Manoranjini (TTtTf^ft) — Name of a 
particular raga. 

Manohar (nileO — Name of a particular 
raga. 

Manohar-yukta raga-nama ( T^tT*-^! 

TFT-^TR) — Names of ragas with prefix 

manohar — Manohar-kedara, Manohar- 

mallara, etc.. 
Manoharsahl ( HH^WI^l )— A type of folk 

song. A special variety of 'Kirtana' of 

Bengal. 

Manohara ("R%TT) — Name of a particular 
raga. 

Manoharl, Manoharl-kanara (TTl?Tt, 
Hile<l-^rro) — Name of a particular raga. 



Manka ( h~\*>\ ) — A very small ball or dice 
with a hole, made of stone, wood or glass, 
used in instruments like vina. The gutika 
(very small ball/dice like thing), made of 
wood, bone, stone or glass etc. which is 
strung near panthi (tail-piece) of 
instruments like vina, etc. in order to 
adjust the pitch of svara. [See : Panthi] 

Mandar (T^T) — Hindusthani pronun- 
ciation of mandra. 

Mandar-kausi (T^T^Tft) — Name of a 
particular raga. 

Mandaram ( — The second string of 
vina, according to Karnataka terminology. 

Man da ( X KT) — [See : SVuti] 

Mandara (h-<;k) — Name of a particular 
raga. 

MandarinI (T#it)-A variety of Kirtana 

of Bengal. 
Mandira (*rf^T) — [See : Vadya] 
Mandra 1 (^ 1) — Pleasant, deep sound. 

The svara that originates from the heart. 

Lowest saptaka (heptad). 
Mandra 2 (">T^ 2)— The adi (first) or the 

lowest svara applied in the svara- 

arrangement of alahkara (ornamentation). 
Mandra 3 (' l T^ 3) — A particular raga- 

laksana (characteristic). The previous 

svara to arhsa-svara, the main or vadl 

svara. 

Mandra 4 ('FS 4) — The sixth svara of Vedic 
svara-grama (scale) in descending 
. movement. 

Mandra 5 (^5) — Mrdahga. [See : Vadya] 
Mandra-gati (TRRJTfa) — Avroha gati 
(descending movement). Purvahga (lower 
tetrachord) in Karnataka terminology. ['S' 
to 'M'] 

Mandra-tara-prasanna, Mandra-madhya 

( cTTC-'SrcFT , X K- ) — [See : Alahkara] 
Mandra -bahar ('R^-^R) — [See : Vadya] 
Mandra-sadhana ('R : ?-'?n*R) — Practising or 

exercising on voice culture or instruments 
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in the svaras of mandra-saptaka (lower 
octave). 

Mandra-sthana, Mandra-saptaka (h-s^ii, 
HH^Kiti) — The first or lowest saptaka 
(heptad) out of the three, applied in Indian 
music and its svaras. Udara. [See : 
Saptaka, Sthana, Mandra 1] 

Mandra-sthayl ('H^f'WPft ) — 'Mandra- 
sthana' or 'Mandra-saptaka', according to 
Karnataka terminology. Udara. [See : 
Mandra-sthana]. 

Mandradi, Mandranta (WZfo, 'R^FtT) — 
[See : Alahkara] 

Maidan, Maydan ("^R, Wi)- The white 
portion of the hide cover in Tabla and 
baya, between kinar (egde) and syahi/ 
Gab (the black paste applied in a circle on 
the hide cover). [See : Kinar, Syahi] 

Mayur C 1 ^) — Name of a raga; Name of a 
tala. 

Mayurdvani (H«jj«eiPi) — Name of a raga. 
Mayuri (T^JTU — Name of raga. 'Muhari' 
raga. 

Mayurl-yukta raga-nama (^fl^RT 
TFT-^TT) — Names of ragas with prefix 
Mayuri — Mayurl-basanta, Mayiiri- 
mallara, etc.. 

Mardala ("R^O — Mrdahga, Srikhol [See : 
Vadya] 

Malaya-yukta raga-nama (TrR-^?! 
TRT-^) — Names of ragas with prefix 
Malaya — Malayakedara, Malaya-todI, 
etc.. 

Maloha-kedara (*TcftF — Another 

name of Maluha-Kedara raga. 

Malla CH^rf) — Name of a particular tala. 

Malla-kausika (ncn«»»lf5!i*) — Some people 
accepted the view that 'Malkauns' raga is 
a gift of the Malla tribe. They were in 
favour of accepting this name. 

Mallaturya (H<T"iq4) — A particular type of 
instrument used for the battle. Maha- 
svana. [See : Vadya] 



Mallara ( H<rcti<.) — Mahlar. Name of a 

particular raga. 
Mallarl ( Mcdlfl )— Mahlari. Name of a 

particular raga. 
Mallarl-yukta raga-nama (iTrCTRfa^T 

TT T T-' : TR) — Names of ragas with prefix 

Mallari — Mallari-kanara, Mallari-kedara, 

etc.. 

Mallika (HRrm*i) — Name of a particular 
raga. Name of a particular tala. 

Mallikamoda ( hIctI+wIO— Name of a 
particular tala. 

Masak l(tTCW 1 ) — Expressing the mood of 
pathos, in Kathak dance. 

Masak 2("R^ 2) — A particular type of 
gamaka. Going to next higher note from 
lower note and coming back to lower note 
with mid and again go to the higher note. 
Tripusca. (NiSNS) [See : gamaka, Mfd] 

Masltkhani ( mflciyifH)— Special style of 
playing (Baj) and 'Gat' (composition) of 
slow tempo on sitar. It was innovated by 
one eminent musician named Maslt Khan. 
This baj and gat are now also incorporated 
in other string and wind type of instru- 
ments. [See : Baj, Gat] (Maslt Khan is also 
mentioned as Masit Kha, Masid Kha or 
Maslt (Kha). 

Mahada (" t RT50 — Corruption of Mukhada 
[meaning, the starting portion]. [In Bengali 
Mohada, Mahala]. Song of the main 
singer. The starting portion of Kavigana, 
Half-akhdai gana, etc. prepared and 
presented with the practice of acting. 

Mahati vina ("Rfcft #m) — [see : Vadya] 

Mahara (^TfTT) — Mahala. Practice and 
preparation of acting, etc.. [Many 
acknowledge the difference between 
Mahada and Mahara in spelling and 
meaning , and accept the above mentioned 
meaning for Mahara while use Mahada 
for other meanings]. [See : Mahada] 

Mahala ('RFcTT)— [See : Mahara] 



230 



Sahgiti &abda Kosa 



Mahadvanda (hsis^) — An instrument for 
battle. 

Mahananda (H6ii*<;) — It is an ancient type 

of 'Venu' (flute) 
Mahanagara (H6HHKI )— [See : Vadya] 
Mahanataka-VTna (WCT*H )— A type 

of ancient vlna. 
Mahanada (hshk;) — Kahala type of vadya. 

[See : Vadya] 
Maha prabandha (TSTSr^sr) — Ancient 

Raga-kadamba-Prabandha glta, in which 

32 ragas and 32 talas were applied. [See : 

Prabandha] 
Mahavajra (nsiq*) — [See : Alahkara] 
Maha-biadI, Maha-bidadi (TFT-fa3Trft, 

■R?T-f^rst)— Alpat. A kind of layakari 

(movement of tempo) in which, tempo of 

4 matras is expressed in 9 matras. 
Mahavrata (nsism) — [See : Tana] 
Mahasvana (nei^qi) — Ranaturya. [See : 

Vadya]. 

Ma, M ('RT, *T) — The prevalent name of 
Madhyama svara of a Saptaka, the fourth 
note of the heptad. 

Maijh - bhandarl (t7TI5?-^i"sk1 ) — Song of 
Sufi Faqirs. These are songs about truth 
regarding body (dehatatva) or Sufi 
doctrines for worship, described in 
allegorical expression. These are songs 
presented by Auls of Maijh-bhandar 
village of Chittagong (Bangladesh). 

Maifil (nisfWi) — Music soiree. Musical 
gathering. Festival of mucic. Jalsa. 
[Derived from A. word "MehfiT (Assembly)] 

Magadha (1PT*T) — Name of a particular 
tala. 

Magadhi-giti (WT>% iftf?T) — A particular giti 
of ancient Gandharva jati-gana, which 
used to be sung in three different Vrttis. 
[See : Giti, Vrtti] 

Mangalya-yantra (ni^-c-q — Those 
anaddha-vadyas (membranophones) 
which were played during auspicious 



events, e.g. — Tikada, Kada, Nakada, 
Dampha, Srikhol, etc.. [See : Vadya] 

Majh ( W) — Name of a particular raga. A 
particular type of misra-raga (mixed raga). 
Manji. Situated in the centre. 

Manjha ("RTsp, -RTp)— Melapaka dhatu 
(lyrical stanza), which unites or brings in 
contact at a central point. The central 
portion between Sthayi and Antara, which 
is used in 'gats' (instrumental composi- 
tions) of string instruments. 

Math-laya (W-cTT) — Vilamvita laya or 
slow tempo of Kirtana song of Bengal. 

Mad, Madh, Mand ("in5 ) T : n5,''1Fr5) — Name 
of a particular raga. A particular flok song 
of Rajasthan. 

MatangI ( Mld^ ) — Name of a 6ruti (micro- 
tone). Vajrika 6ruti. 

Matan,Matan (' t ncR," r ?RTR) — Bol (syllables) 
in rhythm or fast 'Paran' which is used 
with 'Akhar' of Kirtana songs and which 
expresses mood of a dance. [See : Paran, 
Akhar] 

Matu Cng) — Language of song, whether 
meaningful or meaningless. According to 
other opinion, it means qualities such as 
sweetness, combination of raga and varna. 

Matrka ("RT^T)— A particular 'Prabandha'. 
Mixture of two Karanas. [See : Karana 1] 

Matrkapada (hi^hO — According to 
Karnataka paddhati (system), words such 
as 'Aiya' , 'Am', 'Bebe', etc.. 

Matra 1 (imn 1)— Single units which 
determine time of tala. Quanitity or 
measure of time of Laghu talahga (I). Half 
the measure of time taken by a crow to 
utter svara. The amount of time taken to 
utter five Laghu varnas (simple letters). 

Matra 2 (W% 2 ) — Ancient Karnataka name 
for Sruti (microtone). 

Matra - kala (HUI<*dl)— Number of Matras 
(beats/units of tala) in ancient talahga. 
[See : Dasa-prana] 
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Matra- gana (RraT-TFT) — [See : Gana] 
Matra-vibhaga (TI^T faRF!) — Different 
varieties of duration of matras (beats), 

eg— 

1 matra = Laghu 

2 matra = Guru 

3 matra = Pluta 

4 matra = Kakapada 

8 matra = Harhsapada 

16 matra = Mahaharhsapada. 

i matra =Druta 

i matra = Anudruta 

| matra = Truti 

matra = Kala.... etc. [See : Laghu] 

Ma that (RPR) — The slow tempo that occurs 
in Kirtana of Bengal after 'Matan' is played 
and then 'sama' is reached after 'tihai' 
[See : Kirtana, Matan, Tihai] 

Mathur (RT^*) — To go to Mathura, 'Rasa- 
kirtana' padas (passages) under Pravasa, 
like union with Kubja, etc. [See : 
Rasaklrtana] 

Madal ("RKeT) — 'Mardala'. Santhal tribes' 
anaddha-vadya (membranophone), a 
drum which has the body made of clay. 
Its face is wider than Mardala but smaller 
in length. [See : Vadya] 

Madhavl ("RT^T^) — Another name for 
Prasarini Sruti (microtone). Name of a 
particular raga. 

Man ("RH) — Exhibition of tala by sounded 
or unsounded acts during resting time of 
tala. The rest period between two tala- 
kriya (actions of tala). Exhibition by hand 
which explains division of tala. Duration 
of Kala, which divides matra. The action 
of playing, which completes at sama after 
creating varieties of chandas (rhythm) 
performed after Matan of Kirtana has been 
played. 'Miircchan'. Quantity / measure. 
The measure of progress in sthaya. [See : 
Tala, Virama, Kala, Matan, Sama, 
Murcchan, Sthaya] 

Manka CRFpn)— [See : Manka] 



Manjha (hii^i) — Melapaka dhatu (lyrical 

stanza) . [See : Melapaka] 
Manjhadar (HI-^KK)— The central portion 

of bol (syllables) which consists of three 

repetitions and has a separate chanda 

(rhythm). 

ManavT ( Hiiq] ) — Name of particular raga. 

Mayur (RI'JT) — Difference in pronunciation 
of the word Mahur. Name of a raga 
prevalent in Kirtana of Bengal. 

Mayuri 1 (Rl^t 1 ) — Esraj, which consists 
of tumba (belly) resembling a peacock; 
mayur meaning peacock. [See : Vadya] 

Mayuri 2 (RFJTt 2) — A kind of marjana. 
[See : Marjana]. 

Maya-malavagaud (HWIHMel'fU) — 15th 
number mela of Karnataka system. 
Karnataka name of Bhairava thata. 

Marfati, Marfati ( HK^fd, HK4)d1 ) — A 
particular folk song sung by Muslim 
faqirs. This is originated from the A. word 
'Marfat', which means knowledge, . 
manifestation of the divine. 

Marva — A particular type of raga. 

A particular type of thata. Malava. 

Maru (RT?) — A particular type of raga 

Maru-yukta raga-nama (W-^TPT-^) — 
Names of ragas with prefix Maru — Maru 
kedara, Maru-belavala, Maru-bihaga, 
Maru-sararh etc.. 

Marga 1 (RFf 1 ) — 'Gandharva' natya gita 
(ancient songs of dramas). 'Gandharva' 
gita. Marga or Gandharva Nrtya (dance). 
It is a variety of Desi-glta which is 
consisted of alapa (expansion) etc. ten 
laksanas (characteristic) and its real name 
is 'Deslmarga' or 'Marga-desT. 

Marga 2 (RPf 2) — The speciality of 
arrangement of matra. Kala of Tala 
division. This used to be of four types in 
ancient times, e.g. — 1. Dhruva; 2. Citra; 
3. Vartika or Vrtti; and 4. Daksina . In later 
period some more types were added, e.g. 
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5. Citratara; 6. Citratama, etc.. [See : Tala 
O Prana] 

Marga 3 (IPf 3) — Special strokes for 
playing on more than one anaddha-vadya, 
(membranophones), mixture of which 
creates different types of varna or bol 
(syllables). 

It used to be of four kinds during ancient 
days, e.g. — 1. Addita; 2. Alipta; 3. Vitasta; 

4. Gomukha. 

Marga 4 (TPf 4) — It is the Ahga of the 
utterance of truth in garbha-sandhi of 
ancient natya (drama). [See : Sandhi, 
Ahga]. 

Marga-yukta raga-nama (^TFf-"5=RT TPT- 
TR) — Names of ragas with prefix 
Marga — Marga-todi, Marga-desi, Marga- 
hindola, etc. 

Marga tala (Hi'fmci) — Ancient tala which 
was used with Gandharva or Marga gita. 
This tala consisted of wonderful 
application of 'dasa-prana' and 'Kala'. 
Margatala means the following ancient 
talas, e.g. — 1. Caccatputa' 2. Cacaputa; 
3. Satpita-putraka; 4. Sampakkestaka and 

5. Udghatta. [See : Tala o prana] 
Marga-desi (hmR^H) — Regional or 'DesT 

classical music. It is also called 'Margi' 

Sahglta. [See : DesT] 
Margi ("TFTf ) — Name of a particular 

murcchana. 'Marga-desi'. [See : Mur- 

cchana, DesI] 
Marjana (hi4ii) — The business of tuning 

the anaddha-vadya (memberanophone). 

In ancient times Marjana used to be of four 

types, e.g. — 1. Mayuri; 2. Ardha-mayuri; 

3. Karmaravl; and 4. Alihgya. 

1. Mayuri — In this marjana, 'S' svara in 
(Daksina) right Puskara, G' svara on the 
(Bamako) left, and 'M' svara on the 
Urdhvaka or top of upright were 
expressed. 

2. Ardha-Mayun — In this marjana, 'S' 
svara in the left Puskara, 'Ri' svara on 



the right and 'D' svara on Urdhvaka 
(upright) were expressed. 

3. Karmaravi — In this marjana, 'S' svara 
on right Puskara, 'Ri' svara on left and 
'P' svara on Urdhvaka (upright) were 
expressed. 

4. Alingya — In this marjana, as an extra, 
'Ni' svara was expressed in Alihgya 
class of Puskara vadya. [By marjana, it 
was meant that a special type of clay 
was used, to besmear the Chavani (face 
cover of the drum). [See : Puskara, 
Bamaka, Alihgya] 

MarjanI — Name of a paritcular 

Sruti (microtone). [See : Sruti] 
Marsiya (niRtai) — Marsiya is an Arabic 

term, which means to mourn for the dead 

or song for the dead. Songs of Muharram. 

Lyrics on the subject of death. 
Malkos-Malkaus (HM+Y?T, HM+ItT)— 

Malava-kaisika. Name of a particular 

raga. 

MalgunjT (Mld J J^1) — Name of a particular 

raga. 

Malava — Name of a particular raga. 

Malava-yukta raga-nama (TTTW^-^^T 

TFI-'fFT) — Names of ragas with prefix 

Malava — Malava-gurjari, Malava-besari, 

Malava-sri, etc. 
Malava ( Hld=IT) — Marva. Name of a 

particular raga. 
Malavl ( Hieiql ) — Name of a particular raga. 
Malavl-tahka (Hld=)V^) — Name of a 

particular raga. 
MalasrI (*lM?ft) — Name of a particular 

raga. 

MalasI ("Rleret) — Name of a particular raga 
which could be sung at anytime from the 
festival of 'Sakrotthana' (Indradhvaja 
festival) to Durga puja. It is a type of 
Bengali song composed on the theme of 
£akti (Deity of female energy), particularly 
'Agamani, 'Gaurl-giti' etc., which were 
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sung during the above mentioned period 

and are sung even now. 
Mala C*IffiT) — Name of a particular raga. 
Malavati (Hi<niqol) — Name of a particular 

raga. 

Malaranl (hkiki u !)) — Name of a particular 
raga. ^ 

Malini (hiRiiI) — Name of a particular raga. 
Mali-gaura (^rat-i|(T) — Name of a parti- 
cular raga. 

Mizrab ((*wki«0 — The wire ring (plectrum) 
that is worn on the finger to play Sitar etc., 
type of string instrument. Nakh. Nakhl. 
Mejrab. 

Miti Cfafi!) — Man. Pariman (measure). 

* r» ■» 

Miya(pT^rT) — A Muslim title, meant for 
musicians with creative ability. [Miya 
Tansen, Miya Bakhsu, Miya Son.] 

Miylki (P^T*))— The word Miylki, is used 
to denote the ragas popularised or 
published by Tansen. Example — Miyaki- 
kalyana, Miyaki-todi, Miyaki-bhairava, 
Miyaki-mallara, Miyaki-sararh, etc. A type 
of Jaijayanti and Pata-mahjari ragas are 
also added with a prefix Miyakl. 

Mirasi (farrat) — Those who have music as 
a hereditary profession. 

Mirtai ( Ph<cii5 ) — The most strongly 
sounded stroke of tala in Karnataka 
terminology. Sama. 

Milan (Thcii) — The composition of Kirtana 
of Bengal depicting union. [The compo- 
sition has to be according to 'Lila' 
(amorous sports)]. 

Milrahu ( Ihqi<§) — Name of a particular 
raga. 

Misra 1 (ft?T 1 ) — A particular Jati of tala. 
Misra 2 (fa?* 2) — Mixing more than one 

thing, e.g. — Misra-raga. 
Misra-svara (fel^T) — [See : Svara] 
Misraka (fiT?T^>) — Gayana-dosa (faulty 

singing) and 6abda-bheda (differece in 



sound). [See : Gayana-dosa, Sabda- 
bheda]. 

Misrit (faf?KT)— [See : Gamaka] 

Mid (*ffe) — Moving from one Svara to 
another in one smooth movement by 
striking and then either pulling the string 
or losening it in sitar type of instrument. 
Uniqueness in the sharpness of sound is 
noticeable in mid. 

[It seems possible that this term originated 
from the word mindan. One gets a clear 
idea about mid when the peg of a tanpura 
is twisted after striking on the string. [See : 
Alahkara] 

Mid prakara ("Rfs — Beauty of mid 
In one opinion — 1. Sulat or Sidha (straight) 
or Anuloma mid, 2. Ulat (opposite or 
reverse) or Viloma mid, 3. Murkl-mid or 
Khatka-mid, in which three or four svaras 
are expressed in descending order by 
giving a thrust. [See : Sulat, Sidha, 
Anuloma, Ulat, Viloma, Murki, Khatka] 
By Another opinion, 

1. Sadeki mid, 
■k • 

2. As kl mid 

* 

3. Kattar kl mid, 

4. Gitkadi ki mid 

5. Jamjame (Zamzame) ki mid 

6. Murk! ki mid, 

* 

7. Lacak ki mid 

8. Sut ki mid 

[See : As, Kattar, GitkidI, Zamzama, Lacak, 
Sut] 

Mirjet ( mU>}^) — Name of a particular raga. 
MTra-kT-mallara (iftTMFt hwk) — Mlrabai- 

ki-mallara. Name of a particular raga. 
Mukam C^piTH) — Arabic term Mukam or 

Makam. It means house, a place to rest. 

1 . Those svaras on which the tempo of a 
raga takes rest. 

2. Arabic thata or thata-raga. 12 
mukams (Mukamat in plural) are 
available in Arabia, e.g. — 
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1. RahabI, 2. HusainI, 3. Rast, 4. Hijaj, 

5. Buzurg, 6. Kocak, 7. Iraq, 8. 

Isphahan, 9. Nava, 10. Ussak, 11. 

Jangula, 12. Buslik. 

These 12 mukam's have 24 Doha's, 

which have 48 Gosa's. 
Mukta svara ('3°RT ^T) — The svara which 
is uttered clearly without the help of 'kan' 
(touch) of any other svara. [See : Kan] 
Muktahg-kampita (T^RTTf ^rfT=qcT) — 
According to Naradlya opinion one of the 
three kinds of ragas, in which all the svaras 
are 'Kampita' (trembling). [See : Kampa- 
bihina]. 

Mukha (^3) — Starting point. Portion of 
Sthayl tuk (lyrical stanza) upto 'Sama'. 
Dhartai (starting). Prathama carana (first 
line). The hide covers of anaddha-vadyas 
(membranophones) which are played by 
fingers, hand or stick. 

Mukha-ghanta ("5*1 W) — Ulu dvani. ( a 
distinctive sound made in the mouth by 
rotating the tongue). 

Mukha-cala (ya^ici)— The first portion of 
raga alapti [modern alapa], used in ancient 
Prabandha glta. This portion expands 
from Vadi or Arhsa svara (sonant) to third 
svara. [In mukha-cala, elaborate alapti is 
presented from lower svaras to third 
svara.] [See : Prabandha, Alapti] 

Mukha-calana (^RleR)— [See : Mukha- 
pata] 

Mukha-cali (yg^ilci) — The nrtya or dance 

presented at the beginning of acting. 
Mukhapata (g^TTcT)— Start. The first 

portion of song or playing of instruments 

with 'gamaka', (alahkara), ornamentation 

etc. [See : Gamaka] 
Mukha-vilasa (ygPqcim) — To pronounce 

the words of Thumari m a pleasant 

manner. [See : Thumari, bani] 
Mukha raga (yoti'O — Gestures of face in 

dance expressing inner feelings. 
Mukhda Cg^ST)— Mukha'. The starting 



portion of a song. Before starting on 

proper theka (the general bol of any tala) 

the bol (syllable) that is played from 'fak'; 

or Sama' to 'Sama'. [See : Mukha, Theka, 

Fak, Sama] 
Mukharl (*p3TTt)— Name of a particular 

raga, 'Mukhavari'. 
Mucakunda (yt^) — Name of a particular 

tala. 

Mutki (^2^)— Name of a particular raga. 
'Motakf . 

Mudak Cg3^»)— [See : Tana] 

Mundi Cg^) — The tiny piece (goj) that is 
inserted in the middle of the peg of string 
instruments such as Vina etc. [See : Tata, 
Kllaka, G6j] 

Mudara (g^TCT) — The middle (madhya) or 
normal heptad. [See : Saptaka] 

Mudi ("5^) — Corruption of the Sanskrit 
word 'Mudrita'. The state that occurs due 
to supressed or closed sound produced by 
striking on an anaddha-vadya (membra- 
anophone) lightly or in a suppressed 
manner. 

Mudra 1 (g?T 1 ) — While presenting music, 
artist makes many gestures of face etc. 
These may be good mudras or bad mudras 
according to gestures, which may be nice 
or poor. 

Mudra 2 (g^I 2) — It is the prevalent term 

for 'Nrtya-hasta' (hand gestures of dance). 

Traditional entertaining body movement. 

[See : Nrtya-hasta] 
Mudra 3 (gSI 3 ) — Name of a particular raga. 
Mudraol ('gsiaftcl) — Name of a particular 

raga. 

Mudraki-todl, Mudrakl-kanara (gswl'dlt, 
^>rro) — Name of a particular raga. 
Mudrita ("gfefl) — [See : Gamaka] 
Murak (gT^)— 'Vakra' tala. [See : Tala , 
GatkidI] 

Murkll (g^) — Alahkara (ornamentation) 



Sangiti Sabda Kosa 



235 



which is with curvature. [See : Suddha- 
alarikara] 

Murki 2 CgT^ft) — A particualr variety of 
gamaka. [See : Gamaka, Gitkidi] 

Muraja Cg^) — A particular type of ancient 
mrdahga, a kind of drum. Mrja. [See : 
Vadya] 

Mural! ("JCcft) — A particular type of flute. 
[See : Vadya] 

Mursidi, Mursidya Cgfef^, gftfaT)— A kind 
of folk song of Bengal which is based on 
Guru-vada (devotion to preceptor) and 
Dehatatva (doctrine, that there is no soul 
apart from the body) preached by the Sufi 
Muslim sect. [In Arabic terminology 
'Mursidi' means religious advice.] 

Muskilat tana (yfV+dl^cTR) — [See : Tana] 

Muh-milana ("pfacTFTT) — To arrive in a 
simple way at the same matra (beat) from 
where the 'mukha' or starting line of the 
song starts, after doing different layakaris 
(patterns of laya). [See : Mukha, Layakari] 

Murchan 1 Murchana 1 (^#T 1 , *T#TT) — The 
'bol' that is applied after 'Matan' of Kirtana 
song of Bengal. The end portion of Matan. 
[See : Kirtana, Matan]. 

Murchan 2 (t^T 2) — According to 
Karnataka opinion, it is a particular type 
of gamaka (embellishment). [See : 
Gamaka] 

Murchana 2 (T£#TF 2) — Murcchana. 
Successive movement of fingers on svaras 
with vibration, applied in Vina type of 
instruments after striking on the string. 

Murchana 3 Murcchana 1 (TJ#TT 3 TJ#T! 1 ) — 
Ascending and descending of seven 
svaras in a successive manner. Taking one 
pervious svara each time as sadja (S) 
(tonic), that is as the first svara, and 
perform ascendance and descendance 
•with seven successive svaras, creating 
new appearance of svaras and change in 
Sruti. e.g. — 

(i) S3 Ri2 G4 M4 P3 D2 Ni4 S\ 



£4 Ni2 D3 P4 M4 G2 Ri3 S. 
(ii) Nj4 S3 Ri2 G4 M4 P3 D2 N. 
N2 D3 P4 M4 G2 Ri3 S4 N, 
etc. 

Murcchana 1 Prakrti Cj^I 1 3^)— The 
ancient rule was, to count svaras that are 
used in a murcchana and name the 
murcchana accordingly. According to this 
rule, murcchana used to be of two types, 
eg — 

1. Sapta-svara murcchana : In this, 7 svaras 
were applied in 'Sadjagrama' and 
'Madhyamagrama. [See : Grama] 

2. Dvadasa-svara murcchana: In this, 12 
svaras were applied in "'Sadjagrama' and 
'Madhyamagrama'. Even earlier in ancient 
days, murcchana was considered to be an 
arohakramika (ascending order) svara 
arrangement of seven svaras. Therefore, 
according to this opinion, murcchana used 
to be of three types, e.g. — 

1. Sampurna Murcchana (consisting of 7 
svaras) 

2. Sadava Murcchana (consisting of 6 
svaras) 

3. Auduva Murcchana (consisting of 5 

svaras) 

Apart from these, one comes to know about 
two types of Murcchanas during the 
ancient days. 1. Kantha murcchana and 
2. Vadya murcchana. 

Murcchana 3 Bheda 3 '^0— Due to 

changes in the meaning of murcchana of 
Indian music during ancient, middle and 
modern ages, three differences are 
noticed, e.g. 

1. Grama murcchana (UW ) — 'Sadja 

samkramana', meaning, due to each svara 
of the seven svaras being taken as 'S' or 
first svara (tonic note), 7 murcchanas were 
created in each of the ancient svara- 
gramas (musical scales) (Sadjagrama, 
Madhyamagrama, Gandharagrama). 
Total number of murcchanas were 
7x3=21. 
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(i) Murcchanas of Sadjagrama : 



Uttaramandra 


— S Ri 


G M P D Ni 


S. 




& Ni 


D P M G Ri 


S. 


Rajani 


- N,S 


RiG MP D 


N. 




N D 


P M G Ri S 


N- 


Uttarayata 


— RH 


S Ri G M P 


D. 




D P 


M G Ri S Ni. 




Suddha Sadja 


— P. R 


Ni S Ri G M 


P. 




P M 


G Ri S HR 


P.- 


Matsarlkrta 


— MP. 


Q, N| S Ri G 


M. 




M G 


Ri S Ni Q. P^ 


M 


Asvakranta 


— G, M 


P„ 0. Nj S Ri 


c 




G Ri 


S Ni R. P- H 


Q- 


Abhirudgata 


- Ri.Q, 


M P„ 0. Ni s 


Ri. 




Ri S 


Ni.D % P. M. Q. 


Ri,. 


(ii) Murcchanas of Madhyamagrama : 


M. 


Sauvlri 


— MP 


D N 5 Ri G 




M G 


Ri S Ni D P 


M. 


Harinasva 


— G M 


P D Ni S Ri 


G. 




G Ri 


S Ni D P M 


G. 


Kalopanata 


— Ri G 


M P D N S 


Ri 




Ri S 


N D P M G 


Ri. 


Suddhamadhya — S Ri 


G M P D Ni 


S. 




S Ni 


D P M G Ri 


S. 


Margi 


— NjS 


Ri G M P D 


Ni. 




NiD 


P M G Ri S 


kt: 

Nj- 


Pauravi 


-RN^S Ri G MP 


D. 




D P 


M G Ri S Ni, 




Hrsyaka 


- P. R 


Ni,S Ri G M 


p. 




P M 


G Ri S Ni. El. 




(iii) Murchanas of Gandharagrama : 


G. 


Nanda 


— G M 


P D Ni S Ri 




G Ri 


6 Ni D P M 


G. 


Visala 


— Ri G 


MP D Ni 6 


Pi 

Kl. 




Ri S 


Ni D P M G 


Ri. 


Sumukhl 


— S Ri 


G M P D N 


S. 




S N 


D P M G Ri 


S. 


Citra 


— Ni,S 


Ri G M P D 


Ni. 




NiD 


P M G Ri S 


Ni 


Citravati 


— Q. Ni. S Ri G MP 


M. 




D P 


M G Ri S Ni, 


R- 


Sukha 


— P- °v 


Ni.S Ri G M 


P. 


Alapa 


P M 


G Ri S Ni,D, 


P-- 


— MP- 


q, Ni, S Ri G 


M. 




M G 


Ri S Ni,D„ P, 


H 



According to ancient musicologist 'Narada', 
the names of Murcchanas of Sadjagrama 



are — 1. Uttaravarna, 2. Abhirudgata, 

3. Asvakranta, 4. Sauvlri, 5. Hrsyaka, 

6. Uttarayata, 7. Rajani, and names of 
Murcchana of Madhyamagrama are — 
1. Apyayam, 2. Visvakrta, 3. Candra, 

4. Hema, 5. KapardinI, 6. Maitri, 

7, Candramasl. 

[The names of Murcchanas of Gandhara- 
grama have been mentioned earlier, hence 
repetition is not necessary.] 

During later period, number of gramas 
became two (Sadjagrama and Madhya- 
magrama). Hence number of Murcchanas 
came to 14. (7 of Sadjagrama and 7 of 
Madhyamagrama). 

Apart from these, due to difference between 
'Buddha' (natural) and 'Vikrta' (not- 
natural) svaras, Murcchana was of two 
types. S\iddha murcchana has already 
been discussed earlier. In ancient days, 
three types of Vikrta murcchanas were 
prevalent, e.g. — 

1. Santara [consisting of Antara-gandhara] 

2. Kakali kalita [consisting of Kakali- 
Nisada] 

3. Dvayopeta [consisting of Antara- 
gandhara and Kakali-nisada. Therefore 
in two gramas number of Suddha and 
Vikrta murcchana was — 2*7*4=56. 
[See : Respective terms] 

2. Svara-miircchana (f^J^TT) — Keeping 
succession of 6ruti (microtone) of seven 
svaras in Svaragrama unchanged, to 
perform arohana-avarohana (ascending 
and descending) from the graha-svara of 
a raga. [See : Grahasvara]. 

3. Raga murcchana (TFPJ^for) — Arohana - 
avarohana, (ascending and descending) 
which is expressive of raga form. 
Normally, this murcchana starts from 'S' 
the tonic. 

Multani (*i<nciiil) — Name of a particular 
raga- 

Multani yukta raga-nama ( •jyiaiil TF[ 
TR) — Names of ragas with prefix 
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Multanl-Multanl-kafi, Multanl-dhanasri, 

Mutlani-bahar, etc. 
Mrganandana (^'i-i^-i ) — Name of a 

particular raga. 
MrganayanI (HTlTft) — Name of a 

particular raga. 
MrgI (I'ft) — Name of a particular 

movement in dance. 
Mrja Cf?) — Name of a particular Mrdahga, 

called Muraja. [See : Vadya]. 
Mrdahga (''J^) — Ancient anaddhavadya 

a type of drum, with two faces. Pakhavaj, 

Srikhol-vadya. Dholak type of vadya of 

Karnataka. [See : Vadya] 
Mrdu 1 Cj^ 1) — One £ruti (microtone) 

lower than Buddha svara (natural notes). 

[See : Svara, Sruti] 
Mrdu 2 2) — Ancient fsruti-jati or a 

particular style of uttering svara. [See : 

Sruti jati] 

Mrdu 3 ("«J5 3 ) — Mandra (low) svaras of 
alahkara (ornamentation). [See : Alahkara, 
Mandra] 

Mrsfa (^) — [See : Sabda guna] 

Megha, Meghamallara ("^T, ^PTcrTK) — 
Name of a particular raga. 

Megha-yukta raga-nama ("fo-<j<*i iih) — 
Names of ragas with prefix Megha — 
Megha-jayanta, Meghanada, Megharahjl, 
etc.. 

Meca-Kalyanl CEr^^ft)— 65th number 

Melakarta of Karnataka system. 
Mejrab (A-ji<i>^) — [See : Mijrab]. A particular 

type of plectrum. 
Metronome (*)£l*itH) — An instrument to 

measure the value of matra (beat). [See : 

Vadya] 

Mefhogana (Arfl'lM)— The folk songs of 
Bengal sung by cow boys in the field or 
boatmen on the river. Simple folk songs. 

Mevant C^R) — Name of a particular raga. 

Mevara (^RI) — Name of a particular raga. 



A tune of folk songs of Rajasthan. Popular 
name for 'Dhavala' raga. 

Merkhand MIdkhand. Faulty 

pronunciantion of Sanskrit word 
'Khandameru' and with wrong meaning. 
Modern form of Svara-prastara or Tana- 
prastara. [See : Khandameru, Parstara] 

Meru 1 1 )— The foremost part of Vina 
type of instruments. Adi. 'SarasvatI' 
(Neck-bridge). Tara-gahana'. [See : Adi] 

Meru 2 (3* 2) — Tana-prastara. Tala- 
prastara. [See : Prastara] 

Mela 1 (^T l) — Something like thata or 
thata. The ragas of Karnataka system, 
which can be unified through the 
successive names of the svaras of a 
saptaka and accroding to similarity in 
svaras. 

South Indian musicologist Pundit 
Venkatamakhi, with the help of 
mathematics and circumscribing the SVuti 
(microtone) of ancient Karnataka svaras, 
created 72 Mela's, which changed the 
ancient system of Karnataka Sahglta and 
introduced a few new names of mela, 
which helped to formulate new ragas. 
After Venkatamakhi, the names of these 
72- melas which existed, were : 1. Kana- 
kamvarl, 2. Phenadyuti, 3. Samvarall, 
4. BhanumatI, 5. Manorahjini, 6. Tanuldrti, 
7. Senagrani, 8. TodI, 9. Bhinna-sadja, 
10. Natabharana, II. Kokilarava, 12. 
RupavatT, 13. HejujI, 14. Basanta-bhairavl, 
15. Malava-gauda, 16.Vegavahim, 
17. Chayavati, 18. Suddha-malavi, 
19. Jhahkara-bhramarl, 20. Ritigaula, 
21. Kiranavall, 22. Sri, 23. Gauri-Velavall, 
24. Dhlra-basanta, 25. 6aravatl, 26. 
Tarahgini, 27. Saurasena, 28. Kedara- 
gaula, 29. Sahkarabharana, 30. Naga- 
bharana, 31. KalavatI, 32. Cudamani, 
33. Gahga-tarahginI, 34. Chayanata, 
35. Desaksi, 36. Calanata, 37. Saugan- 
dhini, 38. JagammohinI, 39. Varalika, 
40. Navomani, 41. Kumbhini, 42. Ravi- 
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kriya, 43 Girvanl, 44. Bhavanl, 45. 6aiva- 
pantuvarall, 46. Stavaraja, 47. Sauvira, 
48. Jlvantika, 49. Dhavalahga, 50. Nama- 
desT, 51. Ramakriya, 52. Ramamanohari, 

53. Gamakakriya, 54. Varhsavati, 55. 6ya- 
mala, 56. Camara, 57. Somadyuti, 58. Sirh- 
harava, 59. Dhamavatl, 60. Naisadha, 
61. Kuntala, 62. Ratipriya, 63.Gitapriya, 64. 
Bhusavati, 65. Santakalyana, 66. Caturah- 
ginl, 67. Santanamanjarl, 68. Jyoti, 
69. Dhauta-pancama. 70. Nasamani, 71. 
Kusumakara, 72. Rasamanjari. 

[Out of these, 1-36 are with Suddha— M 
(madhyama) and the rest, from 37-72 are 
with Prati-madhyama' or Tfvra-M] Some- 
time later, few more changes occurred due 
to the use of 'Katapayadi' principles [See : 
Katapayadi]. Thus the changed names of 
72 'Janaka-mela' or 'Melakarta' (parent 
scale) became — 1. Kanakahgl, 2. Ratnarigl, 
3. Ganamurti, 4. Vanaspati, 5. Manavati, 
6. Tanarupi, 7. SenavatT, 8. Hanumat-todi, 
9. Dhenuka, 10. Natakapriya, 11. Kokila- 
priya 12. Riipavatl, 13. Gayakapriya, 
14. Vakulabharana, 15. Maya-malava- 
gauda, 16. Cakravaka, 17. Suryakanta, 18. 
Hatakamvari, 19. Jhahkaradhvani, 20. 
Natabhairavl, 21. KIrvanT, 22. Kharahara- 
priya, 23. Gaurimanohari, 24. Varuna- 
priya. 25. Mararahjini, 26. CarukesI, 
27. Sarsahgi, 28. Harikambhojl, 29. Dhira- 
sahkarabharana, 30. Naganandini, 
31. Yajhapriya, 32. Raga-vardhanI, 
33. Gahgeya-bhusanI, 34. Vagadhlsvarl, 
35. Sulinl, 36. Calanata, 37. Salaga, 
38. Jalarnava, 39. Jhal-varali. 40. Navanita, 
41. Pavani, 42. Raghupriya, 43. Gavam- 
bodhi, 44. Bhavapriya, 45. Subhapantu- 
varali, 46. Sadvidhamargini, 47. Suvar- 
nahgi, 48. Divyamani, 49. Dhavalamvari, 
50. Nama-narayani, 51. KamavardhanI, 
52. Ramapriya, 53. Gamanasrama, 

54. Visvambhari, 55. Syamalahgi, 
56. Sanmukhapriya, 57. Simhendra 
madhyama, 58. HemavatI, 59. Dharma- 
vati, 60. Nitimati, 61. Kantamani, 



62. Rsabhapriya, 63. Latahgl, 64. Vaca- 
spati, 65. Mecakalyani, 66. Citramvari, 
67. Sucaritra, 68. JyotihsvarupinI, 
69. Dhatuvardhani, 70. Nasikabhusaru, 71. 
Kosala, 72. Rasikapriya. 

Mela 2 (^eT 2)— Special calan (movement) 
of famous ragas. 

Mela-raga, Melakarta-raga (^eui'i, A«n<»>al 
TFT) — That raga or an apparently existing 
svara-combination, which assumes the 
name of a raga, becomes recognised as a 
mela. 

Melta ("ifcffiT) — A particular tuk or dhatu 
(lyrical stanza) of Bengal's Half-akhdai 
song. 

Meladhikara (^nf^^R) — Mela-raga. As 
per rule, this raga should be a Sampurna 
type (having all the seven svaras in 
ascendance and descendance). 

Melapaka (^dN+)— The dhatu (stanza) 
which is between 'udgraha' and 'dhruva' 
dhatu. [See : Prabandha] 

Machine-kan (^f?H-^FPT) — Kan, Khuti or 
Peg which are metallic and screw- 
threaded and used in string instruments. 

Maitri (^t) — Name of a particular Sruti 
(microtone). Name of a particular 
murcchana. [See : SVuti or Miirchana] 

Maidan o Maydan ("^H $\ H^<H) — Lav 
or the hidecover of tabla, pakhavaj etc. 
anaddha vadyas (membranophone). The 
white portion of the chavani or hide cover 
of drums. 

Mokam (hI*ih) — Beginning or opening of 

a song or gat (instrumental composition) 

[See : Mukam] 
Moksada (Tfl^) — Auduva Suddhatana 

(tana pattern consisting of five notes). 

(See : Tana] 
Mogra (ifrKT) — PanthI or tail piece of Vina 

type of instruments. The wooden piece at 

the tail end. 
Motakl ( Hk*l ) — Name of a particular raga. 
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Moddar, Moredar C^K, iftZK)— Pecdara 
or twisted syllables (Bol) of tabla. [See : 
Pec] 

Mohada (iTt^I) — [See : Mohara] 
Mohana ('% : T) — Name of a particular raga. 

Name of a particular tala. 
Mohara 1 (tftFO 1)— Bol (syllables) of 
'mukhda of anddhavadya (membra- 
nophone) with 'tihai', or Sama to Sama bol 
with tihai. This is a starting piece before 
proper theka begins and it stretches upto 
two circuits. [See : Mukhda, Sama, Tihai, 
Theka] 

Mohra 2 2) — The varnas (stages of 

movement) and svaras indicative of 
cessation of Vidari and Sancara sections 
of raga-alapa. [See : Vidari, Sancara] 

Maurajika (hUH»i<»>) — Muraja or Mrdahga- 
player. 

Ya (?) 

Ya-gana (T-TT) — [See : Gana] 

Yat (IcT) — Name of a particular tala. 

Yati 1 1) — Variety of application, 
because of variety of movement of laya 
(tempo). The state which comes about, 
when efforts are made to make application 
beautiful, while keeping laya (tempo) of 
tala steady. Speciality of movement of 
laya, at different portions of different 
arrangements of matras (beats) of a tala. 

Yati 2(^2 ) — Rest or pause of pada. [See : 
Pada 5 ] 

Yati 3 ("tRt 3) — Particular type of ancient 
vadya-prabandha. [See : Prabandha] 

Yati 4 (Tf?! 4) — Name of a particular tala. 

Yati 1 prakara, (Tfa 3I^R) — These were of 
3 types during ancient era, — Sama, 
Srotagata (Srotovaha) and Gopuccha. 
Later on, it became 5 types, when two 
more — Mrdahga and Pipilika were added 
to the above three. [See : Tala o Prana] 



According to Karnataka-paddhati yati is 
of six types, e.g. — 

1. Pipilika-yati : Like 'Sama'-yati it is of 
uniform laya (tempo) at the start, in 
the middle and at the end. 

2. Srotogata-yati : Like the current of a 
river, it is of fast laya (tempo) at the 
start, medium laya at the middle and 
slow at the end. 

3. GopuccM-yati : It is like the tail of a cow, 
having slow laya at the start, medium 
at the middle and fast at the end. 

4. Mrdanga-yati : Like the shape of a 
mrdahga, having fast or medium laya 
at the start and at the end and slow 
laya at the middle. 

5. Vedamadhyama-yati : Slow laya at the 
start and end and medium at the 
middle. Damaruka. 

6. Visama-yati : Consisting of mixed 
tempo or laya. 

[Accroding to one opinion Pipilika and 

Damaruka-yati are the same] 
Yati-mangala (^ifiPT^cT) — [See : Alahkara]. 
Yatisekhara (TfcRl <sh) — Name of a 

particular tala. 
Yantra — Vadya (musical instrument). 

A particular type of Vina of the medieval 

period. [See : Vadya, Sabha-yantra] 
Yantra-kaku (*F3T — [See : Kakur 

prakara] 

Yantra-sariglta TPltct) — Instrumental 
music, played by instruments which play 
tune and instruments which keep time. It 
has three tuks or dhatus (stanzas), e.g. — 
Sthayi, Manjha and Antara. 

Yantrl (*T^t) — Players of instruments. 
Players of string instruments. 

Yaba-cihna (^qfas) — A particular sign of 
Danda matrika Svaralipi (notation system) 
of Bengal. It denotes 1/8 matra. [See : 
Svaralipi] 

Yama i 7 ^) — Common name of Vedic 
svaras. 
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Yamala 1 1 ) — Combination of two 

singers. 

Yamala 2 (*WeT 2) — [See : Saptalahkara] 

Yatra (TraT) — Popular folk oriented drama, 
with many songs, subject or story of which 
is based on puranas, ancient popular or 
ceremonial or historical stories. In the 
ancient days, a journey to some place or 
singing with dancing during the occasion 
of festival of gods etc. were called 'yatra'. 

In 'yatra', drama is the main part. The songs 
of yatra abide by the system of raga- 
sahgita. It is performed in the centre of the 
audience, in an open area. 

Yadyasta, Yadyastaka (W H\Q*±<b)— 
Eight letters or vamas from T to 'ha'. [See : 
Ka-ta-pa-ya-adi] 

Yugalabandha (yici «(•*?) — Dhrupada type 
of song, in which one person sings, while 
another person utters the different stages 
of the song and the bols (syllables) of tala. 
[See : GIta] 

Yugalabandha-tana (^'lcH'*T <TR) — The 

tanas which are used as iridispensible 

'ariga' or part of a song. 
Yuthi-kamoda C^s-fl**!)^) — Name of a 

particular raga. Juthi-kamoda. 
Yog — Jog-raga. Name of a particular 

raga. Name of particular tala. 
YoginI (<ilPiil) — Jogani-raga. Name of a 

particular raga. 
Yogiya (^Pi^ii) — Jogiya raga. Name of a 

particular raga. 
Yogi-yukta raga-nama (%iHjW TFHPT) — 

Names of ragas with prefix Yogi — Yogi- 

basant, Yogi-bhairavi, etc. 
Yoni (^tf%) — Rk or mantras for singing from 

Chanda-grantha of Samagana. The first 

pada (stanza) of Rk or Mantras which are 

fit for singing. 
Yaj ('3130 — A string instrument of Tamil 

region. A string instrument with one 

thousand strings. [See : Yal] 



Yal ('W) — Tamil or ancient Karnataka 
murcchana. A Tamilian vfria. The version 
of yaj' during later period, which had few 
varieties e.g. — 1. Periyaj, 2. Makaryaj, 
3. Sakotyaj, 4. Sekattuyaj, 5. Tabaruyaj, 
6. Marutuvyaj. 7. Devyaj. 

Ra(T) 

Rakta (T^T) — One of the 10 good qualities 

of a song. [See : Gitaguna] 
Rakta-gandhari (W-fTPWl) — Name of an 

ancient raga. Ancient vikrtajati. [See : Jati] 
Rakta harhsa( WT^f )— Name of a particular 

raga. 

Rakta (T^TI) — The second Sruti (microtone) 
out of the four SVutis assigned to Pahcama 
(P) svara (the fifth note). [See : Sruti]. 15th 
£ruti, of 22 Srutis. Kalarava. 

Raktika (<r=W+l)— Third Sruti of Rikhava 
or Rsabha (Ri) svara (second note). Ratika. 
[See : Sruti] 

[In Sastras, the name Raktika is available] 
Raktiyukta( <Pw^=W )-Sound that expresses 
devotion /passion/ delight. [See : Sabda- 
guna] 

Rakti-raga ( Tf^TTTT ) — According to 
Karnataka opinion-a raga having a 
temperament, full of frolic and pleasant- 
ness. 

Ra-gana (7-TT) — [See : Gana] 
Ranga (T^) — The place for drama. Drama. 
Dance. 

Rahgamalll (*f ncnl) — A type of vina. 
RanganangI (T^pirft) — Name of a parti- 
cular raga. 

Rahgali (<tflefl) — Name of a particular 

Rangini (Tf^ft) — Name of a particular 
raga. 

RajanI (7*pft) — Nisada, etc. Miircchanas of 

Sadjagrama. [See : Murcchana] 
Ranjaka (<*^<*i) — [See : Gayana] 
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Ranjani (T*5pft) — Second Sruti of Rikhava 
or Rsabha svara ( 2nd note). 6th 6ruti of 
22 Srutis. More ancient name is 'Ghana'. 
[See : Sruti]. 

Ranjita (Tf^TcT) — A particular type of 
alahkara. (See : Alahkara] 

RanjinI (7fe5Rt) — [See : RahginI]. 

Ranaturya( < u i<j4)-Anaddhavadyas (mem- 
branophones) fit for battles. [See : Vadya] 

Rana-vadya (TW) — The instruments 
used in battles, e.g. — Bhaktaturya, 
Gandhaturya, Ranaturya, Mahasvana, 
Sarhgrama-pataha, Sahkha, Abhaya- 
dindima, Mahadvanda, Nrpabhiru, Bhlru, 
Kolahala, and Saladivadya. 

Rati (Tfil) — Name of a particular raga. 
Name of a particular tala. 

Ratika (ifo^T) — Third 3ruti (microtone) of 
Rikhava or Rsabha svara (2nd note). 7th 
6ruti of 22 Srutis. Ancient name is 
Calanika. [In Sahglta-parijata, treatise 
written by Pundit Ahobala, Ratika is 
found as an alternative of Raktika. [See : 
Sruti, Raktika] 

Rarnamani (TrPTftT) — Name of a particular 
raga. 

Rathakranta (T^T^H^T) — 6uddha-sadava 

tana ( a pattern of notes with 6 notes ) of 

Sadjagrama. [See : Tana] 
Rababiya, Rababi (T^raT, T^)— Player 

of rabab. The artists for playing rabab of 

Tansen's line. 
Ravi kosa (Tfa^fal) — Name of a particular 

raga. ^ 
Ravicandrika (Tf^f^TI) — Name of a 

Karnataka raga. 
Ravi man tha (Tf^W3) — Name of an ancient 

tala. 

Rablndra-sahgita (<o(l^''l)d)— A style of 
Bengali songs innovated by Rabindranath 
Thakur. These have been influenced 
directly or indirectly by many styles such 
as classical, semi-classical, klrtana, folk 
song, etc. 



In these Bengali songs the influence of 
Rabindranath's own individuality is so 
evident that these songs have been named 
separately as Rablndra-sahgita. 

Rabhas (7*r*T) — Name of a particular raga. 

Ramaka (T*re?) — Mild gamaka. [See : 
Gamaka] 

Rama (7*n) — Name of a particular raga. 

Rama-manoharl (<hihi"16<1) — Name of a 
particular raga. 

Rambha (T°T) — Name of a particular flute 
(Benu). [See : Vadya] 

Rambha (T&R) — Name of a particular raga. 

RainkI Puriya (t^T^t 'jftTT) — Name of a 
particular raga. A variety of Puriya raga 
sung at night. 

RainkI Purvl (t^t ^^T) — Name of a 
particular raga. A variety of Purvl raga 
sung at night. 

Rain! Bihaga (t^ft fat?FT) — Name of a 
particular raga. A variety of Raga Bihaga. 

Rasa (7*T) — The consciousness of pure-bliss 
which is associated with 'Sattva'-guna 
(first and foremost quality of nature) 
unhampered by external influence. A state 
of pure mind which experiences this bliss. 
The consciousness that produces this state. 
Achievement of a sensation which is 
enjoyed with the help of Vibhava, 
Anubhava, Vyabhicarl-bhava (stimula- 
tion of rasa in literature — gesture indi- 
cating passion — transgression). 

Rasa-prakara (T7T-3ra>R) — (A) Main rasas 

are four in number, e.g. — 

1. fsrhgara (love), 2. Raudra (anger), 3. VTra 

(heroic), and 4. VIbhatsa (horrible). 
(B) Natya-rasa (rasa of drama) are of eight 

varieties, e.g. — 

1. 6rhgara, 2. Hasya(laughter), 3. Raudra 
(anger), 4. Karuna (compassion), 5. Vxra 
(heroic) 6. Adbhuta (wonderful), 
7. VIbhatsa (horrible), 8. Bhayanaka 
(fearsome). 
According to another opinion, Natya-rasa 
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is of nine varieties, the ninth being Santa 
(gentle). 

(C) According to others, varieties of rasa are 
twelve, out of which nine are from natya- 
rasa with which others e.g. 10. Bhakti 
(devotion), 11. Sneha (affection) and 12. 
Laulya (restlessness) have been added. 

(D) In Bengali KIrtana-gana, varieties of rasa 
are five, e.g. — 1. Madhura (Sweetness) or 
Srhgara (love), 2. Santa (gentle), 3. Dasya 
(servitude), 4. Sakhya (friendship), and 5. 
Vatsalya (affection). 

(E) According to Kirtana literature, there are 
ten rasas including the nine natya rasa to 
which one more rasa — 10. Vatsalya 
(affection), has been added. 

(F) In KIrtana-alarikara-Sastra (treatise)-rasa 
is of one variety, the name of which is 
'Madhura-rasa' (sweatness) or 'Ujjvala 
(brightness) rasa' or Srrigara-rasa' (love). 
This Srhgara-rasa is divided in two 
varieties, e.g. — 1. Vipralambha (separa- 
tion) 2. Sambhoga (enjoyment). Vipra- 
lambha has four divisions — e.g. — 

1. Piirvaraga (courtship), 2. Man (amorous 
anger), 3. Premavaicittya, (blunder due to 
deep love), and 4. Pravasa (reside 
elsewhere). On the other side, Sambhoga 
also has four divisions, e.g. — 1 . Samksipta 
(brief), 2. Sahkirna (narrow), 3. Sampanna 
(fulfilled), 4. Samrddhimana (prosperity). 
Out of the total number of 4+4=8 
divisions, each division has 8 varieties of 
rasa, making the grand total, 32+32=64 
rasa varieties, which have been listed. 
The names of 64 varieties are — 

[i] 1. Saksat darsan (to meet directly); 

2. Citre darsan (to see in picture); 

3. Svapne darsan (to meet in dream); 

4. Bhat-mukhe guna sravana (to hear 
praise from the bard); 5. Dutl-mukhe 
sravana (to hear from female messenger); 
6. Sakhi mukhe sravana (to hear from 
female friend); 7. Gunljaner gane sravana 
(to hear from the songs of the artistes); 8. 
Varhsl sravana (to hear the flute); 

[ii] 9. Sakhi-mukhe sravana (to hear from 



a female friend); 10. Suka-mukhe Sravana 
(to hear from a parrot); 1 1 . Murali sravana, 
(to hear a flute); 12. Pratipakser dehe 
bhoga cihna darsana (to see signs of 
enjoyment on the opponent's body); 
13. Priyatamer ahge bhoga cihna darsana 
(to see signs of enjoyment on the lover's 
body); 14. Gotra-skhalana (to slide down 
from the family); 15. Svapne darsana (to 
see in dream); 16. Anya nayika (to see with 
another mistress/heroine); 

[iii] 17. Srikrsner prati aksepa (regret 

towards Srikrsna); 

18. Nija prati aksepa (regret towards 
oneself); 

19. Sakhlr prati aksepa (regret towards 
female friend); 

20. Dutir prati aksepa (regret towards 
female messenger); 

21. Muralir prati aksepa (regret 
towards flute); 

22. Vidhatar prati aksepa (regret 
towards God); 

23. Kandarper prati aksepa (regret 
towards Kandarpa, the God of 
Love); 

24. Gurujaner prati aksepa (regret 
towards elders); 

[iv] 25. Bhavl pravasa (future sojourn); 

26. Mathura gamana (leaving for 
Mathura); 

27. Dwaraka gamana (leaving for 
Dwarka); 

28. Kaliyadamane gamana (leaving for 
punishing Kaliya, the demon); 

29. Gocarana hetu gamana (leaving for 
tending the cows in the pasture); 

30. Nandamoksana (rescue Nanda, 
Krsna's foster father); 

31. Karyavyapadese pravasa (living 
eleswhere due to work); 

32. Rase antardhana (disappear during 
Rasa, lila of Krsna); 

[v] 33. Balye milan (union in childhood); 
34. Gosthe gamana (leaving for pasture 

land); 
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35. Godohana (milking the cows); 

36. Akasmat cumbana (sudden kiss); 

37. Hastakarsana (to draw or pull 
hand); 

38. Vastrakarsana (to draw or pull 
garment); 

39. Patharodha (to block the way); 

40. Ratibhoga (enjoyment of amorous 
sport); 

[vi] 41. Maharasa — (dance and amorous 

sports of Srikrsna); 

42. Jalakrida (sports in water); 

43. Kunjalila (amorous sports in the 
garden); 

44. Danallla (act of giving / gifting); 

45. Barhsicuri (stealing flute); 

46. Nauka vilasa (pleasure sport in 
boat); 

47. Madhupana (drinking honey); 

48. Suryapuja (worship of Sun); 

[vii] 49. Suduradarsana (visualising distant 

future) ; 

50. Jhulan (sport on the swing) ; 

51. Holi (sports with colour); 

52. Prohelika (puzzle); 

53. Pasa khela (play the game of dice); 

54. Nartaka-rasa (amorous sports of 
dancing); 

55. Rasalasa (indifference in emotion); 

[viii] 57. Svapne vilasa (luxury in dream) ; 

58. Kuruksetra (a tumultous affair); 

59. Bhabollasa (deeply happy in 
emotional ecstacy); 

60. Brajagamana (coming to Braja); 

61. Viparita Sambhoga (opposite 
enjoyment); 

62. Bhojana kautuka (fun in a meal); 

63. Ekatra nidra (sleeping together); 

64. Svadhlnabhartrka (heroine, domi- 
nating the hero). 

Rasa-kTrtana (<«<*>! cfi) — The KIrtana in 
which 64 rasas are introduced. [See : 
KIrtana, Nama-klrtana] 

Rasala (TTTFTT) — The ancient name of the 
3rd 6ruti (microtone) of Dhaivata (D) 
savara (6th note of the heptad). 



Rasika (TTTT30 — [See : Gayana]. 

Rahasya-gana (TFTT-TH) — Aranyegeya 
gana' included in the category of Vedic 
Samagana. [See : Samagana] 

Ran-Sanai (W-TTHT?) — An instrument 
devised by adding the sound box of 
gramophone on Sarahgi. [See : Vadya]. It 
was innovated by Sahgitagastri 
Sureshchandra Chakravarty. 

Ra (TT)— [See : Jara] 

Raga 1 (TTT 1) — A particular type of 
Gandharva-raga originating from 'Jati', 
which used be the tonal-structure of 
ancient Gandharva music. [See : Jati] 

Raga 2 (TFT 2) — A particualr form with a 
definite name, comprising of special 
murcchana (assendance-descendance) 
under a specific thata (parent scale) which 
is adorned with vadi-graha-nyasa, varna, 
alahkara etc., and is expressive of 
sentiments and emotions and is structured 
with colourful svaras [See : Murcchana 
and other terms]. 

The subjects which are connected with this 
raga are — 

(A) Raga-ahga (TFT 3T^ ) — Special character 
and svara arrangements of a famous raga. 

(B) Raga-jati (TFT ^rffcT)— Classification of 
ragas. The temperament of a raga created 
due to difference in number of svaras 
applied in a raga. The number of svaras 
applied in a raga determining its class. 
Generally, it is of three types, e.g — 

1. Sampurna (consisting of 7 svaras); 

2. Sadava (consisting of 6 svaras); Auduva 
(consisting of 5 svaras). The number of 
svaras used out of 7 svaras [S, Ri, G, M, P, 
D, Ni] are explained in this classification. 
Raga-jati may be classified in another way 
to indicate how many svaras are applied 
in ascendance and descendance. It may 
then be called Raga-upajati'. 

'Jati' or 'Raga-upajati' of raga-'Murcchana' 
(ascendance-descendance) is of 9 types, 
according to svaras used in ascendance- 
descendance 
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1. Sampurna-Sampurna [7 svaras + 7 svaras] 

2. Sampurna-Sadava [7 svaras + 6 svaras] 

3. Sampurn-Auduva [7 svaras + 5 svaras] 

4. Sadava- Sampurna [6 svaras + 7 svaras] 

5. Sadava- Sadava [6 svaras + 6 svaras] 

6. Sadava- Auduva [6 svaras + 5 svaras] 

7. Auduva-Sampurna [5 svaras + 7 svaras] 

8. Auduva-Sadava [5 svaras + 6 svaras] 

9. Auduva-Auduva [5 svaras + 5 svaras] 
Apart from these, one more type also may 
be accepted, that is No. 10- Misra. Each 
one of Raga-upajati is under the class of 
either 'Sampurna' or 'Sadava' or 'Auduva'. 

(C) Raga-Varglkarana ( TT 7 ra 7 ffaFrr t T ) — 
Classification of ragas. Classifying the 
ragas according to their form, character 
and speciality in svaras. 
Arrangement of the ragas under different 
regulations, and different divisions. 

1. Practnayuge raga-vargtkarana (3JT#T 
W\ q'ita<ui) — Classification of ragas in the 
ancient era — 

(A) 'janaka and jany a' division. In the ancient 
era, a few ragas, selected out of 30 grama 
ragas and 8 uparagas, were accorded 
recognition as the janaka or main or parent 
raga of many types of Bhasa-ragas. janya- 
ragas' originated due to the inclusion of 
rest of the remaining Bhasa-ragas' under 
those 'Bhasa-janaka' ragas. The meaning 
of the pair of words — 'Janaka-janya', is 
'Father-son'. There used to be differences 
of opinion amongst ancient musicologist 
regarding the number of 'Janaka-raga' or 
main raga. [See : Grama raga, Uparaga, 
Bhasa-raga, Janaka-raga] 

(B) 'Gandharva' and 'Desi' division. 

(i) Ragas were classified into six divisions 
in 'Gandharva' Sahgita, e.g. — 
Grama-raga, Uparaga, Raga (Jati- 
raga), Bhasa-raga, Vibhasa-raga and 
Antarabhasa-raga. 

(ii) Ragas were classified into four 
divisions in ancient 'Desi Sahgita', 
e.g. — Ragahga, Bhasahga, Kriyahga 
and Upahga. 



(C) During later period, it was observed that 
ragas were classified into three divisions, 
in 'Desi Sahgita', e.g. — Suddha, Salaga 
and S^mklrna. 

(D) During the same period, another 
classification of Desi Sahgita also existed, 
e.g. — Uttama, Madhyama and Adhama. 
During the last phase of medieval period, 
raga-classification according to number of 
svaras, became prevalent in Desi Sahgita. 
This classification is called, classification 
based on Raga-jati, e.g. — Sampurna, 
Sadava and Auduva. 

2. Hindu yuger ses amsa hoite Mughal yuger 
prarambha paryanta raga-vargtkarana 
(fa? ipft ^ ^ TTft TT*far 
TPT-q<|]<MU|) — Raga classification from the 
end of Hindu era to the beginning of 
Mughal era — 

(a) Classification based on ragas and 
asrita-ragas (dependant ragas). 

(b) Classification based on ragas and 
raginls (female ragas). 

(c) Classification bassed on male-ragas, 
female-ragas and neuter ragas. 

(d) Classification based on raga-ragim- 
putra raga (son raga). 

(e) Classification based on mela and thata 
(parent scale). 

(f) Classification based on raga-raginl- 
putra-putrabadhu-raga, (daughter-in- 
law raga). 

(g) Classification based on 72 melas in 
Karnataka paddhati (system) and 12 
thatas in the North, Hindustani 
paddhati (system). 

3. Adhunik yuge raga-vargtkarana ( afl^T^r 
■gft *i'iq'iI<*K<Ji) — Raga classification in the 
modern era — 

(a) Classification based on 72-melas (in 
Karnataka paddhati) 

(b) Classification based on 10-thatas (in 
HindusthanI paddhati, according to 
Pandit Bhatkhande) 

(c) Classification based on 32-thatas 
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(according to the present author of the 
dictionary) 

Raga-viveka (TFT-leH* )-Knowledge about 
ten types of raga, e.g.-Grama-raga, Uparaga, 
Riga (Jatl-raga), Bhasa-raga, Vishasa- 
raga, Antarabhasa-raga, Ragahga-raga, 
Bhasahga-raga, Kriyahga-raga and 
Upahga-raga. 

Raga-vela (TFI-^IT) — The specific time for 
singing a raga. Raga-kala (period). Raga- 
samaya (time). Time theory of raga. 

Raga-vela nirupana (TFT^cTT PH^MUI)— To 
ascertain the time for singing ragas — to 
determine, which raga should be sung 
when. This ascertainment may be done in 
two ways — 1. based on prahara (prahara 
is about 3 hrs. A division of day and night) 
2. Based on characteristics of svaras. 

1. Prahara-bhittika (based on prahara) — The 
system of presenting a few ragas during 
each prahara (every 3 hrs.), dividing the 
whole day and night (24 hrs.) into 8 
praharas, as was done during ancient time 
and according to the followers of ancient 
principles. 

2. Svara-Vaisistya-bhittika — (based on 
characteristics of svaras) 

According to Pundit Bhatkhande, day and 
night are divided in two parts e.g. — From 
twelve midnight to twelve noon and from 
twelve noon to twelve midnight. 
The 'Uttarahga vadi' ragas (ragas having 
sonant in the upper tetrachord) are to be 
sung during the first part and Purvahga- 
vadi ragas (ragas having sonant in the 
lower tetrachord) are to be sung during 
the second part. [See : Uttarahga, Pur- 
vahga]. 

According to the above mentioned Pundit, 
at first the ragas may be divided into day- 
ragas and night-ragas with the help of the 
special characteristics of 'AdhvadarSaka' 
which is madhyama svara, the 4th note of 
the heptad. After that, ragas consisting of 
komala— Ri (flat Ri), Suddha Ri - Suddha 
D, and Komala G and Komala Ni are sung 
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during Sandhikala [i.e. during day and 
night in the middle of Sunrise and Sunset], 
during the period that follows, and after 
midday and midnight respectively. [See : 
Adhva-darsaka]. 
According to the present author of the 
dictionary, day and night may be divided 
into four divisions, e.g. — 

1 . From exactly pre-sunrise to pre-noon; 

2. From noon to pre-sunset; 

3. From sunset to pre-midnight; 

4. From midnight to pre-sunrise. 

In the no. 1 . division mentioned above, out 
of the four, the two svaras : 'Ri' and 'G', 
are disturbed (i.e they do not remain 
natural); in no. 2. division, the 6rutis 
(miscrotones) between 'M' and 'P', along 
with G' svara are disturbed. But, with the 
descent of the sun for some time, the Srutis 
between 'P' and M' develop the tendency 
to move towards descendance and with 
that 'Ri' becomes restless, as a result, it 
becomes possible for 'S' to shift from its 
place. But at the beginning of No. 3 
division 'S' regains its own appointed 
place. As a result, 'Ri', 'G' and 'P' also 
regain their respective places. Only, 'M' 
svara acquires sharpness for a while in an 
attempt to become the first svara of 
uttarahga [P.D, Ni, £]. However during 
that time all the svaras of uttarahga remain 
natural and influence M' and P' svaras of 
madhya-ahga (middle part) to remain 
natural. After this, Ni and D' svaras of 
uttarahga (upper tetrachord) get 
disturbed. With that, G' svara of purvahga 
(lower tetrachord) [ S, Ri, G, M] gradually 
becomes disturbed. In the No. 4 division 
the Srutis between 'M' and 'P' show 
expressions of disturbance by associating 
with D' of uttarahga on one side and 'Ri' 
of purvahga (on the other). Towards the 
end, 'S' svara shifts a little downwards due 
to the effect of sluggishness. 

Raga-vela (Time theory of ragas) assumes the 
following format when judged from the 
above mentioned analysis — 
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1st Prahara : Ragas of the class of Belavala, 

Bhairava, Todl, Bilaskhani. 

2nd Prahara : Ragas of the class of 

Bhairavi. 

3rd Prahara : Ragas of the class of 

Jaunpurl, Gaudsararh. 

4th Prahara : Ragas of the class of Sararh, 

Suha, DhanyasI, Multani. 

5th Prahara : Ragas of the class of 

Dhanasri, Puriya, Purvl. 

6th Prahara : Ragas of the class of Kalyana, 

Belavala, Khamaj. 

7th Prahara : Ragas of the class of Kafi, 
Kanara. 

8th Prahara : Ragas of the class of Basant, 
Pancama, Paraj, Lalit. 
Raga-vaisistya (TFT^f?F^T) — Special chara- 
cteristics of a raga — The own identity of a 
raga, with which the raga can be identi- 
fied. The special characteristics are — 

1 . Ahga [meaning, raga-ahga and svara- 
ahga] 

2. Jati; 

3. Thata, 

4. Vadl-sarhvadl-graha-nyasa, etc. 

5. Murcchana [meaning, ascendance and 
descendance consisting of detailed 
movement]; 6. Pakad; 7. Cala and 
calana; 8. Raga-vela. 

Raga-raginl (TFT-tiPiil) — It is a kind of 
classification of the ragas, which was used 
during the last stage of Hindu-era and 
beginning of Muslim-era and the common 
name of the ragas came about due to this 
new classification. It is a combination of 
six-ragas thirty six-raginls, or six ragas 
thirty raginis according to a different 
opinion. [Six ragas were selected as per 
various opinions, keeping consistency 
with six seasons.] 

Generally putra (son), putravadhd, 
(daughter-in-law) were also included in 
the classification of raga-raginl. 

Raga-raginl visayaka mata (TFT TTFFft 
Tfi) — Opinions regarding raga-raginl — 
Opinions or decisions of various musico- 



logists or pundits, on classification of raga- 
raginl: 

These opinions were published after the 
name of gods or ancient sages, e.g. — 

(1) Ancient : Two matas (opinions) (11th- 
12th century) — 

(a) 'Umapati-mata' or 'Siva-mata' (36 
Pravartaka-ragas) 

(b) 'Somesvara-mata' — (42 pravartaka- 
ragas) 

(2) Later-era : Three matas (12th-13th 
century) — 

(a) Somesvara-mata' or 'Siva-mata' (6 
ragas, 36 raginis); 

(b) 'Hanuman-mata' (6 ragas, 30 raginis); 

(c) 'Narada-mata' (6 ragas, 30 raginis); 

(3) Further later-era: Four matas (14th- 
15th century) 

(a) 'Siva-mata' or 'Brahma-mata' or 
'Somesvara-mata' (6 ragas, 36 

raginis); 

(b) 'Hanuman-mata' (6 ragas, 30 raginis); 

(c) 'Bharata-mata' (6 ragas, 30 raginis); 

(d) 'Kallinatha-mata', (6 ragas, 36 
raginis); 

(4) Many changes occurred in the above 
mentioned matas after 16th century A.D; 
it became normal to include 'putra-raga', 
'putra-vadhu raga' in the classification of 
raga-raginl. Along with it new matas 
developed regarding raga-raginl, e.g. — 
Indraprastha-mata, Ganesa-mata, etc.. 

Raga-laksana, Rager-laksana, Raga- 
laksma (TFT cTSTT, TFTT ^TSFT, TFT eT8?R) — 
Special characteristics as per Sastras, 
expressing identity or form of a raga. 
These are 13 in number, e.g. — 1. Arhsa; 
2. Graha; 3. Nyasa; 4. Apanyasa; 
5. Sarhnyasa; 6. Vinyasa; 7. Bahutva; 
8. Alpatva; 9. Mandra; 10. Tara; 11. Sadava; 
12. Auduva; 13. Antaramarga. As per 
another opinion, laksanas of raga are 10 
in number, e.g. Graha, Arhsa, Nyasa, 
Apanyasa, Alpatva, Bahutva, Tara, 
Mandra', Sadava and Auduva. 

Laksanas for currently prevailing Hindu- 
stan! raga are: 10 in number, e.g. — 
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1. Thata, 2. Raga-jati; 3. Vadi-Samvadi; 
4. Graha; 5. Nyasa; 6. Raga-vela; 7. Pakad; 

8. Murcchana (ascendance- descendance); 

9. Calana; 10. Ahga. 

[ The ancient 10 laksanas are followed in 
Karnataka paddhati (system)]. 

Raga-Siddhanta (TFTtTTST^)— The rules or 
laksanas regarding formation of a 
HindusthanI raga, e.g. — 

1. Generally, at least 5 svaras have to be 
used in a raga. 

2. VadI or arhsa svara (sonant) has to be 
in every raga. 

3. Specific rules of ascendance and 
descendance have to be adhered to in 
a raga. 

4. 'S' svara must be there in every raga. 

5. Generally, it is not permissible to use 
suddha and vikrta forms of the same 
svara one after the other in a raga, 
except 'M' or Madhyama. [This rule 
is not applicable in Karnataka raga] 

6. Madhyama (M) and Pancama (P) 
svaras should not be abandoned 
together in a raga. 

7. It is desirable to have clever 
application of 'Varjya' svara in a raga; 
but 'varjita' svara must never be 
applied. 

8. A raga will be Purvahga (of lower 
tetrachord) or Uttarahga (of upper 
tetrachord) or Ubhayahga (both ahgas 
or tertrachords) according to the 
position of vadl-svara (sonant) and its 
own ahga will assist in elaboration of 
the raga. 

Raga-Sarhkhya (TFTWIT)— Calculation of 
the number of ragas possible to be formed 
with the help of mathematics. Account of 
total number of ragas used in music. For 
example — 

1 . 484 ragas are possbile to be formulated 
in each thata (parent scale) with the 
help of different raga-jati. [See : 
Ragajati] 

2. In North-India, the number of very- 



prevalent, prevalent, slightly- 
prevalent and not-prevalent ragas is 
about 600. 

3. Number of ragas in Karnataka is 
about 1000. 

Raga-alapana (TFT 3TMFFTT) — Name for 
alapa in Karnataka terminology. 
Anibaddha music (which is not bound by 
tala) of Karnataka. 'Manodharma' sahgita, 
sung with the meaningless words, such as 
'Ta-ta-ri-na torn ", etc.. [See : Anibaddha, 
Manodharma Sahgita] 

Raga-kadamba (TFT — A type of 

ancient prabandha gita. [See : Prabandha] 

Raga-kaku (TFT-^TJ)— [See : Kaku] 

Raga-gfti (TTn- T ftf%) — Another name for 
'Besara-glti' of ancient Gandharva Sahgita. 
A fast, emotional and colourful 'giti', 
formed with the combination of four 
varnas (stages of movement) 

Raga-pradhan Bahlagana (TFT U'TFT ^FcTT 
-TFf) — A type of Bengali song in which 
ragas are applied and there is indication 
of presence of classical music, but in which 
principles of Dhrupada, Khayal etc. are 
not strictly observed. 
[This terminology was introduced by 
Sahgita £astrl Sureshchandra Chakra- 
varty] 

Raga-mala, Raga-malika (TFFTMT, TFT- 
4lfd+l)— The 'Prabandha' or style of song 
composed with the inclusion of various 
ragas in one song. 

Raga-misrarta (TFTfWT) — To add a portion 
of another raga in a raga. MiSrana, 
meaning mixing. Raga- misrana may be 
of two or more ragas. 

Raga-sahgita (TFTTFltcT)— Indian highclass, 
classical 'DesT or 'Marga-desT vocal and 
instrumental music, in which ragas are 
applied. A beautiful composition of lyrical 
language, composed with the help of 
special orderly arrangements of ragas, and 
is meditative and full of emotional 
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elements. Indian terminology for Classical 
music. 

[Classical music or Uccahga or Abhijata 
sahgita is that, which is created in an 
unnatural way, is regulated by a few 
specific rules, is established and respected 
over a long time and which endeavours 
to express artistic temperament, restraint, 
beauty, harmony, depth and deep 
emotion in its form. Ancient Indian 
'Gandharva' or 'Marga' type of vocal and 
instrumental music and Raga-sahgita, and 
popular or DesI vocal and instrumental 
music were of the same class as Sacred and 
Secular music of Western music 
respectively. Since 'Marga' Sahgita or 
'Sacred' music of religious temperament 
are not prevalent in the modern era, 
Classical' in musical parlance is taken as 
Hindusthani and Karnataka raga-sahgita. 
[See : Sahgita] 

Raga-Sagara (TFTCTFR) — It is a type of Raga- 
mala [See : Ragamala] having one of its 
tuk or dhatu (lyrical stanza) consisted of 
more than one raga and enriched with 
many ragas. [See : Tuk, Dhatu, Raga-mala] 

Ragariga (TPTTf ) — It is a variety of ancient 
'DesI' raga in which, trace of Gandharva 
'Grama-raga' could be observed. 
According to Karnataka opinion, it is the 
Mula-raga or Janaka-raga (parent raga). 
According to modern Hindusthani 
opinion, it is Sastrlya-raga. [See : 
Gandharva 1, 2, Grama-raga, Sahgita] 

Ragalapti (WlldftO— [See : Alapti] 

Ragalapa (il'IMN)— [See : Alapa] 

Raga o Tana (TFT 3TT cTB)— Raga and tana. 
The terminology 'Tana' has originated 
from the Sanskrit 'Tan' dhatu, meaning — 
Vistara (expansion, elaboration). 
Therefore, from Sastriya view point, tana 
of raga implies vistara of raga. That vistara 
used to consist of svara (note), bhasa 
(language) or chanda (rhythm). 

The performance of vistara or alapa of a raga 
before singing the Dhrupada, was called 



tana of alapa. [See : Alapa]. But, in the case 
of Khayal, the famous musician (vocalist)' 
Bade Muhammad Khan of 'Kavval-Bacce' 
gharana, innovated a kind of ornamental 
vistara with the help of 'fiqrabandi' of 
Khayal, around A.D. 1820-1825. This has 
become prevalent at present as tana of 
Khayal. During later period, many 
different varieties of tanas were innovated 
by Khayal singers, by their own 
innovative power. [See : Tana, Fiqrabandi] 
Apart from variety of tana in Khayal song, 
there are also differences among the tana 
e.g.— 

1. A'-karanta tanas which are without 
language, uttered with a sound only. 

2. Bol-tanas consisting of language. 

3. Sargam tanas consisting of svara 
names, i.e S Ri G M, etc. 

RaginI (<iPii1) — Dependant or classified 
ragas of Pradhanraga' (Main raga/ 
principal raga) or Pravartaka-raga' 
(originator raga/ founder raga). These are 
Apradhana Pravartaka-ragas, which are 
not the principal ragas. These are Ragas 
of feminine types. 

Ragesri, Ragesvan (TfM, 7F)$rtT) — The 
name of a raga. 

Ragerprakara (TFft3T«FR) — Different forms, 
in relation to a raga, carrying the name of 
the raga, e.g. — Darbari-kanara, Bhairava- 
bahar, Yaman-kalyana, etc.. 
There are three divisions of raga-prakara, 

1. Sreni or gosthi (class or family), 2. 
Gotra — (lineage), 3. MiSrana (mixture) — 

1. Srem : In this category raga-ahga 
(elements of raga) is main; (See : Ahga) 

2. Gofra : Raga-ahga is less in this 
category. 

3. Mterana : One finds ahgas or shades 
of different raga in the Misrana 
category. 

Raga rasa (TFRT4) — Change of emotion 
created in the minds of listeners by the 
proper application of svara sequences in 
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a raga. The indescribable feelings aroused 
in the minds of the performers and others, 
through speciality of sound, correct 
meaning conveyed by the style of 
pronunciation, sensitive application of 
svara sequences and proper application 
of tempo. 

1. According to ancient opinion, the 
'rasa' that is prescribed for the vadi 
svara or arhsa svara (sonant) of a raga, 
is applicable in the case of the raga 
also. 

2. According to the opinion during later 
period, a particular rasa is assigned to 
each raga. According to some, these 
rasas (sentiments) are identical to 
ancient 'Natya-rasa' (rasa of drama). 
According to some others, these rasas 
are Santa (gentle), Srhgara (sentiment 
of love), VIra (heroic) and Karuna 
(pathos). 

Raga-rupa (<hi^m) — The nature of raga, 
which is unfolded by correct and orderly 
arrangement of Suddha (natural) and 
Vikrta (flat and sharp) svaras. A few 
common forms of much-prevalent 
HindusthanT ragas are given below : — 
[Assistance has been taken from Akara- 
matrika Svaralipi in applying Suddha- 
vikrta svaras, symbols and signs used in 
the system; and the sign of first bracket ( ) 
has been used for the svaras which may 
be skipped. The natural, flat and sharp, 
the 12 notes of the octave are written as 
follows :— S, flat Ri =r, Ri, flat G = g, G, 
M, sharp M=m, P, flat D =d, D, flat Ni= 
N, Ni, £ (upper octave). 

1. Adana, Adana : 

SRiMP NPNiS, N PMPgMRiS. 
or S Ri M P d (N P) NiS\ d N PMPgMRiS. 

2. Alhaiya-belavala: 

S Ri G M RiG P Ni: DNi S\ D (N U P) M G M 
Ri S. 

3. Asavarl: 

S M Ri M P N dS, R, N d P d M g Ri S. 
[Application of r, and r and Ri arc also there 

4. Eman , Iman (Yaman) : 

S N 'Ri CM (P) Ni D S\ Ni D P D m C m Ri G Ri S. 



5. Eman-kalyana, Iman-kalyana : 

S Ri G m G P D P S, Ni D P m G M G R S 

6. Kalyana : 

S G Ri G P D P 6, Ni D P m P G (P) Ri G Ri S. 

7. Kafi : 

S Ri g M (Ri) PDN6, NDPMPgRiS. 
[ There are other forms] 

8. Kamoda : 

S (M) M Ri P D PS\ DS Ni S, D P m P(DP) G M 
(D) P (M) G M RiS. 

9. Kalihda, Kalirhda : 
SrGMPdNiS\NidPMdP M GMGrS. 

10. Kedara : 

S M t; P D P (NiD) S\ (Ni) D P (m P) D P D M 
c RiS. 

1 1 . Khammaj : 

SGMPDP(MN)D (Ni) $,NDPDMPMG 
Ri S. 

12. Gaud-mallar : 

S Ri M Ri P, D P M P N D, S, (D) N P M, G (M) 
RiS. 

13. Gaud-Sararh : 

S G (M) Ri G Ri M G M P (M D) PS,NDS,N Ri 

NiDPmPDPMGMDPMG RiS. 

14. Chayanata : 

S Ri G M P S\ Ni D S\ Ni 6, D N P (Ri G M P) M G 
MRi S. 

15. Jayajayanti : 

S KRPRi, S Ri (G) M P D M P Ni S\ N D P D 
M, G M G Ri g Ri S. [There are other forms] 
16 Jaunpuri : 

S Ri M P (d) S\ N S\ N d P d M P g Ri S. 

17. Jhinjhoti : 

SHU PD N S Ri M P D 6, N D P D M G Ri G S. 

18. Tilak-kamoda : 

S Ni P Hi S Ri M P Ni S\ D P D P D M G Ri G S. 

19. Tilahg : 
SGMPNiS\NPGMGS. 

20. Tod! : Tod! : 

S r g m P m d Ni S, Ni d P m (d m) g r S. 

21. Darbari Kanara : 

S NAMS Ri g Ri S, (Ri g) M P d N S\ d N P M g 
M Ri Ri S. 

22. Durga : 

S Ri D. S Ri (M) PDPMPD$, DPDMRiS. 
[There are other forms] 

23. Deskar : 

S Ri G P D, S, D P "G P G Ri S. 

24. Des, Des : 

S Ri M P Ni S, R N D P D M G Ri G S. 
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25. DhanI : 

NjSg, MPNS, NPg, MPMgS. 
[There are other forms] 

26. Nat-mallara : 
NiS G Ri,GMRiPNi(DNi)S, NI DNPMPMG 
M Ri (G) S. [There are other forms] 

27. Paraj : 

HirSGmPd(mG)mdNiS,NidPm( p GS) 
GrS. 

28. Pilu : 

Sr(Hi)SHidXNjSg,MP,dMPNi6,Nid 
Pg, PMg, NiS,grS. [There are other forms] 

29. Purvl : 

Nj s r G (m) P D (P) m G M d Ni S, Ni d Ni d P 
(d) m (G) M G r G r S. [There are other 
varieties]. 

30. Puria : 

Nj c r G m D (S) Ni f £ (0 Ni D (Ni) m G (Nj) r S. 

31. Puriya-dhanasri, Puriya-dhanesri : 
NirG(P)md$ / Ni(i'Ni)dPmdmGmrGr 

S. 

32. Bahar : 

S M P g M (N) D Ni S, (D) N P M P g M Ri S. 

33. Basant: 
SMGmd(6)NiS\NidPmGmdNi(d)mG, 
m G r S. [There are other forms] 

34. Bagiivari, Bagesri : 

S NR(N) S M g M N D N S, N D (P) M g R S. 

35. Bihag : 

NiSGMPNi^Ni (D)P(mp) M GMG(Ri)S. 

36. Vrndavani sararh : 

N» S Ri M P N P Ni S, N P (M) Ri M Ri S. 

37. Belavala : 

S G Ri G (M) P Ni D !>, Ni D P (M) G M Ri S. 

38. BhimpalasI, Bhimpalasri : 
NS M gMP*NS,NDP M gMg s RiS. 

39. Bhupali : 
SRiG(R)PGPD<5,DPGRiS. 

40. Bhairava : 

S'GMPdPM (P)dNiS>'dP(d)M(P)GM 
G rS. 

41. Bhairavl : 
N>SgMPdPM(P)dN$NdPgMgrS. 

42. Marva : 

N> R G m D (Ni) 6, (Ni r") Ni D m D m G r S. 

43. Malkaus : 
SMgMdNS, NdMg M S. 

44. Miya-mallara : 

S Ri M Ri P M P N D Ni £, D N P M P g M Ri S. 



45. Multaru : 

Nj S M g m P Ni 6, Ni d P M g m g r S. 

46. Ramkall : 
S(r)GMP,dS,NidP(mPdNdP) M G,MPM 
GrS. 

47. Lalit : 

NjrGM,mMGmdS, r 'NidmdmMG(mG) 
rS. 

[There are other forms] 

48. Sahkara : 

SGPNi (D)S\Ni D PD(P)CPG(Ri) S. 

49. Sri : 

S r (m) P m (d) P Ni 6, Ni d P d m G r, G r S. 

50. Saindura : 
SRiMPD$,NDMPNi$RSNDPMPgRiS. 

51. Saindhavi : 
SRiMPD^NDPMPgRi S. 

52. Sorat : 

S M Ri M P (Ni) S, Ri N D P D M (G M) Ri S. 

53. Sohanl : 

SGmDNi S, NiDmGrS. 

54. Hambir : 

S (G) M G P D P, P S, D S (Ni) D P (m P) G M 
*"D N ' S, Ni D P G M Ri G M D P G M R S. [There 
are other varieties] 

55. Hindola : 

S G m D (Ni D) S\ Ni D m G S. 
Raga o Citrarupa-dhyanarupa (TTT 3fft 
fa^q-KlH^Tj) — During the period when 
marga-desi or classical-deSI [See : Sahgita] 
music gained prominence, the 'janaka and 
janya ragas [See : Riga vargikarana (A)] 
were not influenced by many 'mata' 
(opinion, views) theories. Therefore, 
during that time 'Dhyanarupa' (devotional 
form) and psychological forms were 
created. Somesvara III, the king of KalyanI 
gave this distinction to the 'MargadesT 
ragas for the first time and his son 
Jagadekamalla formulated 6 ragas and 30 
janya ragas out of those ragas. Following 
this, Umapati proclaimed himself as 6iva 
and propagated the theory of a total of 6 
ragas, out of which 5 came out of the five 
mouths of Siva and one from the mouth 
of Parvatl. Thus the 'mata' or theory of 
SomeSvara III, became prevalent as 
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'fsivamata' through the efforts of Jagade- 
kamalla and is found during later period 
as the 'mata' of 6 ragas, 36 raginis. 
However, just as Jagadeka-malla acted as 
the pioneer for the emergence of the 
Marga-desT ragas , he also acted as the 
fore-runner for composing contemplative 
images of these, following which, pictorial 
forms of ragas were created later, during 
Muslim Era. [But many forms of the same 
raga were found emerging during that 
time.] [See : Raga-raginI visayaka mata] 

Raja-kalyana ( <M*<^ I » I)— The name of a 
particular raga. 

Raja-tala (<i*iaici) — The name of a tala. 

Raja-das! (TR^rat) — A class of Deva-dasI, 
(temple dancers). 

Rajadhan! (TR^Fft) — The name of a raga. 

Raja-banka (^Mifj) — The name of a tala. 

Raja vijaya (Wq«i<0 — The name of a raga. 

Raja vidyadhara ( {Mfa«JI«TC)— The name of 
a tala. 

Raja martanda ( <mhk?"s) — The name of a 
tala. 

Rajamrganka (TRfTT^)— The name of a 
tala. 

Rajasuya (TR^)— [See : Tana] 
Rajahamsa (TRI^T) — The name of a raga. 
RajakalyanI ( <MI+<^|ufl )— The name of a 
raga. 

RajesVari, Rajesri (TR^tf, TRSft)— The 
name of a raga. 

Ranlhatl (<l«H^I<i1)— It is a variety of Bengali 
Kirtana song. Named after Ranihati 
pargana (division), it is an almost non- 
prevalent kirtana style, which is 
commonly called 'Reneti'. 

Rat-kl-Puriya- (TIcT-^-'gft^T)— A particular 
variety of Raga Puriya. Rat, meaning 
night. 

Ratri (TTfiO— [See : Tana] 
Ravanastram (TT^THF^) — It is an ancient 
Dhanuyantra' or a type of vina played 



with a bow. Ravana is considered to be 
the inventor of this instrument. 
Rama (TT*T) — The name of a raga. The name 
of a tala. 

Ramakeli, Ramakall, Ramakir! (iminl, 
<w*cil, <inf*0) — The name of a raga. A 
corruption word of ancient raga named 
Ramakrti, Ramakri. 

Ramakriya-mela (TRfe^f-^T) — A mela of 
Karnataka paddhati, similar to 'Purvi' 
thata. 

Rama-gandhara (TPT-'H^TT) — The name of 
a particular raga. 

Ramagiri ( <IMplR) — The name of a parti- 
cular raga. 

Ramaprasadi, Prasad! (<IMU«l<0, TORt) — 
The pattern of tune originated by Saktisa- 
dhaka (devotee of Sakti) Ramprasad Sen 
of Bengal. 

Rama-vina ( -llHcf|u||) — A particular variety 
of vina. 

Rama-marigala *T^cO — It is a variety 

of a narrative, called mahgala-glta based 

on stories from Ramayana. 
Ramarhtodl (TTOT^st)— The name of a 

particular raga. 
Ramayana gana (TTOFTTTH) — [See : Rama- 

mahgala] 

Rayabara (TTWT) — Bards. Vaitalika. 
Rayasa-kanara (ITOn ^TTO) — The name of 

a particular raga. It is a variety of Kanara- 

raga. 

Rasa 1 1 ) — The name of a particular 
tala. 

Rasa 2 (TTCT 2) — It is a type of Bengali glta, 
related to 'Rasallla'. It is the name of a 
particular 'Rasakirtana'. It is a particular 
type of dance. 

Rasaka (7RR>) — It is the name of a parti- 
cular ancient 'Prabandha'-glta. The name 
of a tala. [See : Prabandha] 

Ritvai (ft<HI$)— Rutvai. The name of a 
particular raga. 



252 



Sahglti Sabda Kosa 



Ribs (fcra) — Ribs. The pieces of wood 

surrounding the violin between sound 

board and the back cover. 
Riyaj. (ft^R) — The corruption of the Arabic 

word Riyajat, which means perseverance, 

study, effort and learning. 
Ri, RT (ft, t)— [See : Re], Ri, the 2nd note 

of the heptad. 
RIti (TH%) — Regulation /system. Ways and 

method. Manner. Ancient RIti used to be 

of six kinds, e.g. — 1. Suddha; 2. Yogi; 

3. Malina; 4 Yosita; 5. Perana; 6 Kathaka. 

Proceedings of instruments. 
Ruk-mahgala (^-"R^rT) — The name of a 

particular raga. 
Ruksa (^) — Voice, devoid of sweetness. 

[See : Sabda dosa] 
Rucira-mantha ('tf^-'JTO) — The name of a 

particular tala. 
Rutvai (^aqis) — The name of a particular 

raga. [See : Ritvai] 
Rudra (^5) — The name of a particular tala. 
Rudra-vlna ( *sj=l>ll )— [See : Vadya] 
Rudra-yukta raga nama (^-'g^TTT T T-^m) — 

Names of ragas with prefix 'Rudra':— 

Rudra-gandhara, Rudra-pahcama, etc.. 
Rudrani ( wft) — The name of a particular 

raga. 

RudrT (T5t) — Rudravlna. [See : Vadya] 

Rubai (T«IT5) — An Arabic word, which 
means a poem consisting of four stanzas. 
It is music dealing with love, in which 
pain of separation is depicted. 

Rupa ("^T) — Name of a particular tala. A 
type of classical song, prevalent during 
15th-16th century. 

Rupa-yukta raga-nama (F 1 7-'g^TTFT-' : TR) — 
Raga names, with prefix Rupa — Rupa- 
mahjarl, Rupasri, Rupa-mallara, etc.. 

Rupaka 1 C&tt 1 )— Name of a tala. The 
name of a particular alahkara (orna- 
mentation) 



Rupaka 2 (?^ 2 ) — It is a variety of ancient 
Prabandha gita or nibaddha-gita (tala 
bound classical composition), in which the 
singer had scope to show his own 
individual artistic skill. A variety of 
Prabandha-gita consisting of two dhatus 
(stanzas) and two ahgas (elements). 

Rupaka 3 O Uparupaka (W 3 3?UM*M+)— 
In his treatise : "Natyasastra," Bharatamuni 
has mentioned 10 types of Rupaka or 
specific compositions which are suitable 
for acting. [See : Nataka prakara]. But 
apart from Rupaka there was another 
variety of theatrical art, in which song and 
dance were given prominence. Post 
Bharata Sahgitasastri Kohala had 
described and propagated that style of 
natya (drama). Modern gltinatya (opera) 
and nrtyanatya (dance drama) have a 
considerable amount of similarity with the 
characteristics of that natya. Kohala 
termed that, as Uparupaka. 

Rupakalapti, Rupaka-alapti ( ^h^ktiIVi, 
[See : Alapti] 

Rupakalapa, Riipaka-alapa ( <^h*iqhm, 
■^RT-STMN) — [See : Alapa] 

Re, Ri, RI (\, ft, fi) — Shortened pronun- 
ciation of Rsabha svara. 

Reoyaj (^sft'JTFST) — A corruoption of the 
Arabic terminology Rivaj, which means 
practice, custom. [This word is found to 
be used by mistake as 'Riyaj'.] [See : Riyaj] 

Rekhta (^3?!T) — Rekhta is a Persian termi- 
nology meaning lyrical poem. It is a 
particular type of gita, similar to Ghazal, 
in which love-based episodes are depicted 
in poems consisting of ten or twelve 
couplets. 

Rekhava (\W3)— Rikhava (Ri). The 
prevalent name of Rsabha svara. Name of 
a particular raga. 

Rekha 1 (tsi 1 ) — Lines of European staff 
notation. 
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Rekha 2 (t?ar 2) — According to 'Sabda 
kalpadruma', it is the other name of 
Abhoga dhatu or ruk (lyrical stanza) 

Rekha 3 (^73T 3) — Name of a particular tala. 

Rekha 4 (^73T 4) — Correct assemblage of 
limbs for dance. 

Rekhavati (}«iqal) — Name of a raga. 

RejakhanT, RajakhanI (V»jHslHl, 4*jl4slHl) — 
Specific baj (style of playing) of Sitar and 
other Hindusthani string instruments, and 
'gat', (instrumental composition) 
consisting of syllables set in off-beat in 
medium and fast tempo. Ghulam Raza, 
the sitar player of Patna was the 
propagator of this baj. The other name of 
this baj is 'Purvi-baj'. [See : Baj] 

Reneti (^0— [See : Ranihati]. A type of 

Kirtana of Bengal. 
Renl-behaga (M-^^TT) — Raga 'Rayni- 

bihaga'. 

Revagupti (V^Po) — Name of a raga. 
Revti Kanara (^3cft <*>i-ki) — Name of a raga. 
Reva (^T) — Name of a raga. 

Rerak (^T^O — A particular type of 
vakratana'. [See : Tana, Gitkidi]. 

Rela (^cTT) — Fast tala-vistara, with the help 
of similar syllables of tala. [See : Tala- 
prabandha]. 

Relar jati ( ^dK^ l Rl )— Relas of different 
kinds of temperament. [See : Tala- 
prabandha]. 

Roha (Tte) — Ascending order. Movement 
from lower towards higher notes. 

Rohavaroha — The combined form 
of ascending and descending order. 
Murcchana. 

Raudrakhya (<)eio4) — [See : Tana] 

Raudrl — The first sruti (microtone) of 
Gandhara svara (G). Other name is Mala. 
A variety of vina. 

Rausancowkl 1 1 )— [See : Vadya]. 



Rausancowkl 2 2 ) — It is nahabat, 

according to one opinion. [See : Naobat] 

La (ft) 

La ( cT) — Shortened pronunciation of laghu. 

Laksanaglta (?WT- 7 ftcT) — Song, containing 
fsastriya (approved by the sastras) details 
about a raga. The song, in which 
descriptions of vadi; Samvadi; arohana- 
avrohana, etc. of a raga are available. This 
terminology was devised by Pundit 
Bhatkhandeji. During ancient times, 
laksana meant subject under the rules 
approved by Sastras. 

Laksana ( el^T^T) — Specialities or facts, 
approved by Sastras. 

Laksma (cTW) — Which is approved in 
music by ancient practical rules. 

LaksmI ( efS*ft) — Name of a particular tala. 

Laksmi-yukta raga-nama (eT8*it TFT- 
TTR) — Names of ragas with prefix 
LaksmI — Laksml-kalyana, Laksmi-todl, 
Laksmlpati-kanara, etc.. When the word 
LaksmI is added to a raga it is generally 
pronounced as Lachmf in Hindi. 

Laksya (cR^I) — Which is prevalent in 
practical music. 

Laksya sanglta (c^T TnftcT) — Prevalent or 
practical music. Pundit Bhatkhandeji is the 
innovator of this terminology and is the 
author of a book of this name [Laksya- 
sarigltam]. 

Laggi ( 'FFHT) — The Kaida (qaida) type of 
vistara performed on tabla, in talas such 
as Dadra, Kaharva etc., applied in light 
songs. [See : Kaida] 

Lagna (W^) — Alankara (ornamentation) 
consisting of the application of full portion 
of a matra (beat) while moving to the next 
svara. 

Lagnadanda (ci'i^s) — A name, divised in 

place of 'Lagdat'. [See : Lagdat]. 
LaganI, Lagnl (WH\, W^ft) — Name of a 
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particular raga. Name of a particular riti 
of gana. [See : Riti]. 
Laghu (cTej) — Single unit of tala-matra. 
Single unit of kala or time of gana. Single 
unit for uttering a svara or a syllable. The 
sign of laghu in the sphere of tala is (1). 
The value of laghu matra is found 
different with Marga, Desi and Karnataka 
Sahgita. e.g. — 

(i) In Marga, one laghu=time taken to 
utter 5 letters. [K, ca, ta, ta, pa, these 
five letters.] 

(ii) In Desi, one laghu = time taken to 
utter 4, 5, or 6 letters. 

(iii) In Karnataka Sahgita the value of one 
laghu varies according to tala jati 
(class), e.g. — 

I. 1 laghu in Catasra jati = 4 letters or 
aksaras; 

2. 1 laghu in Tisra jati = 3 aksaras; 
3. 1 laghu in Misra jati = 7 aksaras; 
4. 1 laghu in Khanda jati = 5 aksaras; 
5. 1 laghu in Sarhkirna jati = 9 aksaras; 
Laghur gatibheda ( e^J* Tftnte ) — (Divisions 
in progressions of laghu) — The divisions 
of movements in Karnataka tala is called 
'nadai'. It is to express one matra of a tala 
which can be divided into a few fast 
khandas (parts) by Nadai. [See : Nadai]. 
This division of movements of matra is of 
five types, e.g. — Caturasra-nadai; Tisra- 
nadai; Misra-nadai; Khanda-nadai; and 
Samklrna-nadai; 'Nadai' or division of 
movement of laghu (I) is found according 
to the class of a tala e.g. — 

(i) Caturasra-jati, CaturaSra-nadai 

= 4x4 = * 16 

[i.e. laghu has been divided into 16 Khandas 
(parts) by enhancing its tempo into fast 
gati (speed or movement)]. 

(ii) Caturasra-jati, Tisra nadai = 1 4x3 =L,. 

(iii) Caturasra-jati, Misra nadai= I 4x? =1 2g . 

(iv) Caturasra-jati, Khanda-nadai 

= 1 4x5 = ^0' 



(v) Caturasra-jati, Misra nadai 

=I 4x9 = 1 36 

[In this manner, gati (movements) of 
matra (beats) are available by applying 5 
types of nadai in other tala-jatis also 
(classes of tala).] 

Laghusekhara (cT^Tt^sR) — Name of a 
particular tala. 

Laghu sahgita (<n^«'!)a) — The music which 
is not included within classical music, 
e.g. — Dadra (Thumarl), Ghazal, Bhajan, 
Kajri, Laoni (Lavani), etc.. 

Laghu-sarasa — A raga, origin- 

ating from the mixture of two 'Salaga' or 
chayalaga' ragas. [See : Salaga] 

Laghuvina (ciyql u u) — A small version of 
ancient Kinnari vina. 

Lahkadahana-sararh (<n'*i<;5i'HR) — Name 
of a particular raga. 

Laiigot, Larhgot, Lahgoti (cTf^^, 

— Panthi or Tailpiece of string 
instruments or vina. Kilaka or the piece, 
on which all the strings are attached. At 
the lower end of the vina a small piece of 
wood or metal blade is attached to the 
drum or belly. 

Lahghan ( H|pT) — A particular application 
of alpatva, one of the ancient raga- 
laksanas, (characteristics), in which a 
svara is temporarily excluded in 
ascendance or descendance to go over to 
the next svara. This svara is definitely 
varjya svara in the raga or song, but not 
varjita svara. [See : Alpatva, Varjya] 

Lacak (eT^ff) — As or sut with swing 
attached to it. [See : As, Sut]. 

Lacao thumarl (^T3qt §iRt) — A variey of 
thumarl gana consisting of graceful 
movement, beauty, curved movement and 
slow tempo. Sadiq Ali, the music maestro 
of Kawal gharana, innovated this style of 
thumarl. [See : GIta prakara] 

Lacchasakh ( cT-owmio) — Name of a 
particular raga. 
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Lajjat (ci*»ia) — Excellence of the style of 
expression of a raga. [See : Raga] 

Lata ( ?TCO — Name of a particular instru- 
ment. 

Lad -guthao, Ladi-guthao, Ladl-guthI (cTC 
■3^3^, cTSt-"3«n3Tf, eT§t-TJsft) — Mixture of 
ladi' and 'guthao'. A kind of application 
of chanda, (rhythm) in songs and 
instruments. [See : Ladi, Guthao]. 

Lad-firat, Ladl-firat ( cIS-fw, cfftfw)— 
Mixture of 'ladi' and 'firat'. A kind of 
application of chanda (rhythm), in song. 
[See : Ladi, Firat]. 

Lad-lapet, Ladi-lapef (^Tf-^FfS, rrat-^Pte) — 
Mixture of 'Ladi' and 'Lapet'. A kind of 
application of chanda (rhythm) in song. 
[See : Ladi, Lapet] 

Ladant (cTf^) — A kind of application of 
mixed chanda (rhythm) in instrument. 

Ladi, Ladi (effe, — It is like a garland 
made of mutual application of a few 
varnas or aksaras (letters) of a song, and 
is used as chanda (rhythm) or tana (svara 
composition) in fast tempo. [See : Tana]. 

Same type of bol-vistara, as 'Kaida' in Tabla, 
performed on Pakhavaj. [See : Kaida]. It 
is vistara, like 'Kaida' in fast tempo of a 
portion of Laggl' consisting of syllables 
of 'tha or 'barabar' laya (normal tempo) 
played on tabla. [See : Kaida, Tha, Laggl]. 

Lapak (rPT^iJ — Jump. Dat. Name of a 
particular tana or chanda. 

Lapak tana (cTO3T rlR) — A Tana consisting 
of jump or 'dat'. [See : Dat, Tana] 

Lapef ( r^te) — Fold. Act of changing . The 
name of particular tana or chanda. 

Lepet-tana ( efte-clH) — It is a revolving type 
of tana of 'lag' class, following the form of 
the raga. [See : Tana] 

Lav (era) — The white portion attached to 
the 'kinar' (rim) of hide cover of 
membranophone instruments such as 
tabla, etc. [See : Kinar] 



La-virama (cT-farm) — Laghu virama (1). 

Time taken to pronounce 5 or 6 letters fast. 
Lampa (WU) — Pataha insturment. [See : 

Vadya]. 

Laya 1 (ePT 1) — The interim rest period 
between two sounded matras (beats) of 
tala or chanda. Laya implies tempo of 
song, instrumental music and dance, the 
uniform rest period for the entire music 
activity. 

Laya 2, Laoya (WT 2, eT3Tfan) — Theka 
(composition) of talas pertaining to 
Kirtana of Bengal. [See : Theka] 

Layakari, Layakriya (crW+lfl, The 
implementation of tempo, creating 
variety. To create variety by changing 
tempo of laya. Changing to another type 
of tempo of laya while performing a 
particular laya of a tala. To exhibit Ardha', 
'Adl', Dedi', 'Kuadi', BiadT, 'MahabiadI', 
Paradi', Duguna' 'Tinguna', 'Caturguna', 
'Chayguna', 'Atguna' and 'Sulf tempo, 
while maintainig laya steady or in 'tha' i.e. 
normal , original position. [See Gati & 
other terms] [According to some opinion, 
the theka consisting of layakari in steady 
state is called 'tha' or 'barabar' laya, in 
which each of the syllables of percussion 
instrument is counted as a single unit.] 

Laraj — Kampan (trembling). 

Larajtana (cK^dH) — A kind of tana, in 
which trembling of svara is abundantly 
used. [See : Tana] 

Lalat (cTeRl) — A raga, named Lalit. 

Lalat-yukta raga nama (c*^-g<w iih) — 
Raga names with Lalat as prefix — Lalat- 
gauri, Lalat-todi, Lalat-pancama, Lalat- 
bhakharl, Lalat-Hlavati, Lalatsri, etc.. 

Lalta (cTcxn) — The name of raga Lalita. 

Lalta-gauri ( cTerlT-''M) — Raga Lalita-gauri. 

Lalit (eiPcia) — Name of a raga. [See : Lalat] 

Lalit-svara (<riRnn*«K) — Melodious voice 
consisting of mid. An alahkara (orna- 
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mentation) belonging to Saficari Varna. 
[See : Varna, Alahkara]. 

Lalita (<nRiai) — Name of a raga. Raga Lalta. 
Name of a tala. 

Lahacadika (oTF^rfe^T) — A particular type 
of gita (song), described in ancient 
Sarigita-sastras. [Ksetramohan Goswami 
considered 'KhayaT gana as a version of 
'Lahacadika']. 

Lahacari, Lahacarl (eie^iR, m^kI) — Love 
song prevalent in ancient Trihut region 
(Bihar state). 

Lahara 1 (cTFT 1) — Tuki vadya, full of 
chanda (rhythm) which is applied in the 
playing of Srikhola, played as an accom- 
paniment with Kirtana gana of Bengal [See 
: Tuki vadya] 

Lahara 2 (cTFT 2)— Bengal's folk song with 
pun. 

Lahara (cT^TT) — Dhun or tune which is 
captivating. Repeatedly recited dhun 
which is sung or played. Elaborately 
composed piece, played on membrano- 
phone instruments. [See : Tala-prabandha] 

Lahari 1 (eTFTt 1 ) — It is vadya-prabandha's 
first dhatu or tuk (stanza) which is of the 
same category as udgraha of glta- 
prabandha. [The word Lahara of modern 
Hindusthani membranophone instru- 
ments, may be its other form.] [See : 
Dhatu, Tuk]. 

Lahari 2 ( cne<! ) — A variety of ancient 
Ganaila prabandha [See : Prabandha] 

Laonl 1, La van! 1 (cffsM 1 , ciiqil 1 ) — A type 
of folk song, sung with the accom- 
paniment of a small membranophone 
instrument shaped like a daff. Folk song 
prevalent in Maharashtra. Folk song 
prevalent in Rajashtan and adjacent areas. 
• Laonl 2 (waM 2 )—A type of dhun or tune. 

Lag (rlFl) — Alahkarana (embelishment), 
originating from mixture of consecutive 
svaras. 

Lag-dat (cTF^-^TZ) — Lag, meaning succes- 



siveness of svaras and dat meaning 
variety and excellence created by skipping 
svaras. Creating embelishments by ascer- 
taining a svara as a 'mokam,' (base, 
foundation) and going up and down 
successively touching the upper and lower 
svaras. Some pronounce it as 'lagdat' 
considering it as the corruption word of 
'Lagna-danda' and they mean by it — the 
mode which is packed with tune or 
compactly connected, like an excellent 
fine-stick, through the application of 
proper varnas (stages of movement). 
Attached and unattached variety of 
application, pertaining to dance. 
Lacarl, Lacadi (di^id, cimisl) — A particular 
style of gita. A type of song, consisting of 
Tripadl-chanda, appropriate for dance. It 
is called 'Nacadi' in Bengali. It is the name 
of a raga. 

Lacarl-yukta raga-nama (<nmi<l tFT- 
— Raga names with prefix Lacarl — 
Lacari-gurjari, Lacari-todi, etc.. 
LajavantI (<HM=m1) — Name of a particular 

Lajesvari, Lajesri (cni^*q<1, ctT^teft) — Name 
of a particular raga. 

Lati ( cTlfH) — A style of glti which is devoid 
of seriousness, and consists of arrange- 
ment of padas (lyrical composition) which 
are soft. Cal (movement) of this is 
comparable with 'Nauhar-bani' dhrupada 
in which characteristics of Khayal gana are 
observed. [See : Cal, Ban!, Gita-riti] 

Lavanl (ciiqil) — Folk song, prevalent in 
Maharashtra, which is of erotic sentiment 
or of a descriptive nature. The Marathi 
meaning of 'Lavani' is to take. 

Labuki ( ) — Name of a particular vina. 
Sutravina. 

Lasya (cTOT) — A particular type of dance 

consisting of dalliance. 
Lirtga (fcT^nr) — A particular type of 

instrument. 
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LIna (cfrl) — 'Gamaka' consisting of ando- 
lana (swinging) which is done with equal 
speed of druta-matra. [See : Gamaka, 
Matra 1, Matra-vibhaga] 

Linam ( cO -i \) — A particular type of 
alahkara like mid in Karnataka paddhati. 
[See : Mid] 

Lila-klrtana ( efon-^ftfa) — Kirtana depicting 
amorous sports of £rikrsna. The Kirtana 
gana in which descriptions of beautiful 
sports of childhood and youthful days of 
Srikrsna are depicted. [See : Nama- 
kirtana]. 

Lllavatl (cileiiqal) — Name of a particular 

r5ga ' , 
Lflavilasa (cilciilqetw) — Name of a particular 

tala. 

Lum ( epO — Name of a particular raga. 

Lum-yukta raga-nama (g^-^TTFT-^R) — 
Raga names with the prefix Lum — Lum- 
khamaj, Lum-gara, Lum-jhinjhoti, Lum- 
sararh, etc.. 

Luhar-saram (^T-'STR) — Name of a 
particular raga. 

Lefo (^£t) — Also called Neto in Bengali. 
Very famous folk-drama of Burdwan 
district, in which dance, song and 
dialogue are used. 

Loka-glti (cfa>-*ftfiT) — [See : Loka-sahgita] 

Loka-nrtta (cita-jTi) — [See : Loka-sahgita] 

Loka-Sangita (cffif> wfcl) — Simple music 
born out of spontaneous inspiration of 
uneducated mind. Music, which expresses 
sentiment of happiness-sorrow, joy-pain, 
love-separation, different activities and 
festivities, and worship of religious 
symbols. Music on the subject of normal 
livelihood, free from the influence of 
aborigines and their music. 

In the later period, meaning of Loka-sahgita 
was changed a little and it was defined 
as — natural regional music, which is 
devoid of rules of classical music or music 
adhering to advanced principles and 



which may be solo or chorus. According 
to this definition : 

(1) Adima-sahgita (music of the abori- 
gines), (2) Palli-Sahgita (folk-music), and 
(3) Religious music with universal appeal, 
composed on the basis of Loka-Sangita, 
are included under Loka-sahgita. 

1 . Adima Sahgita ( aqrf^T *micT) — Three, four 
or five svaras are used in Adima Sahgita. 
Aborigines are still found in India; e.g. — 
KhasI, Jayantiya, Naga, Manipurl, 
Santhala, Kol, Koch, Mundl, Orao, Malla, 
Gond etc.. Their song may be called 
Adima-gita. Though a few names such as 
'Domna, 'Kaharva', 'Karam', 'Jhumur', etc. 
are available, most of the songs do not 
have names. Nrtta (dance) of Adima 
Sahgita is still prevalent today at many 
places. Dances related with the names of 
tribes such at Santhals, Orao etc. and 
many types of nameless dances are still 
found practised today, apart from 'Karma' 
nrtta of the Gond or Gonda, 'Dagla', 'Pali', 
etc. dances of the Bhil tribe. 

Besides these, many types of nrtta (dance) 
are found scattered in many parts all over 
India and though the dances are not in the 
state of wholly Adima, yet, these have not 
got separated from Adima. Many kinds 
of dance come under this category, e.g. — 
'Laiharoba of Manipur; 'Hunter dance' of 
Assam; 'Raybese' stick dance of Bengal; 
Chau' and 'Peacock dance' of Orissa; 
'Jhora', 'Chapel!', 'Thura' dances of Uttar 
Pradesh; 'Ger', Ghumar', 'Bhavai' dances 
of Rajasthan; 'Bhahgda' and 'Gidda' 
dances of Punjab; 'Laval!', 'GhugatI', 
'Pahgi' dances of Himachal Pradesh; 
'Khanjari', 'Marunf, dances of Nepal; 
'Dholaca-nac', 'Dindl', 'Kolacya' dances of 
Maharashtra; 'Baisakhi', 'Divari', 
'Caitadanda', 'Blj-phutnl', dances of 
Vindhya Pradesh; 'Tippanf dance of 
Gujarat; 'Kolattam' dance of Karnataka, 
etc.. 

2. Palli-Sangita ( Mcrll^'lld)— Like raga- 
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sarigita, songs of Palll-sarigita have 
become consisted of 7 svaras and instead 
of having avroha or downward move- 
ment like Adima-sarigita, it has become a 
mixed type. Even then, in many cases, not 
much change has taken place of its Adima 
state. Palli-saiiglta may be divided mainly 
into three categories, e.g. — 

(a) Adima-jata (born out of adima) — 
Example of this are songs for snaring 
or scaring elephants, songs for sowing 
paddy, etc.. 

(b) §uddha palll-sanglta (pure palll- 
sanglta) — Examples of this are 
Bhatiyali, Baromasi, etc.. 

(c) Laukika-samslista palll-sanglta (Palll- 
sanglta, related to popular functions) — 
Examples of this are : Kavigana, Jatra- 
gana, etc. 

Palll-sangita of India may be divided into a 
few categories according to the subject 
matter, e.g. — 

(i) Paribarika (family rites) — Marriage, 
pregnancy, childbirth, etc. 

(ii) Anusthanika (ceremonial) — Obser- 
ving a vow, festival, etc. 

(iii) Karmamulaka (concerning some 
activities) — House building, sowing 
paddy, rowing boat, etc. 

(iv) Prema mulaka (concerning love) — 
Union, separation, etc. 

(v) Prakrti sambandhita (related to 
nature) — Spring, Rainy season, etc. 
On seasons and other subjects 
concerning nature. 

(vi) Tattva mulaka (concerning reality/ 
truth)— Truth about God, truth 
about body, etc.. 

(vii) Daiva-mahima prakasaka — (exp- 
ressing magnanimity of the 
divine) — Greatness of deities such 
as Manasa, Candl and others. 

(viii) Kahinlmulaka (based on stories) — 
Stories from Ramayana, Maha- 
bharata, Bhagavata, etc.. 

Many types of songs under these few 



categories are found in different places, 

e.g.— 
In Manipur — Rasa. 
In Assam — Bodo, BIhu gana. 
In Bengal — Ghumpadani (lullaby), Bhadu, 

Tusu, Sakhi-Sarhvada, Sari, Bhatiyali, etc. 

songs. [See : Palli Sarigita] 

In Bihar— Khelauna, Ghataro, Sohar, etc. 

songs. 

In Uttar Pradesh — Badhaiya, Sohara, 
Sehara, Banna, Hori, Jhula, Hindola, 
Kajari, Lavanl, Savani, etc. songs. 

In Punjab — Mahiya, Pahadi, Tappa [songs 
for marriage ceremony, normally sung by 
ladies.] etc.. 

In Kashmir — Chakar, Sufiana, etc. songs. 

In Rajasthan — Sitala-glta, Lori, Panihari, 
Pipali, Dalu, Holl, etc. songs. 

In Madhya Pradesh— Saire, Alha, Divall, 
Phag, Savani, Rasiya, etc. songs. 

In Gujarat — Garba, Lori, etc. songs. 

In Maharashtra— Obi, Nagaparicami, 
Lavanl, Pavada, etc. songs. 

In Karnataka — Cindu, Tenamarigu, Lali, 
Lavanl, Lori type of songs. 

Generally, dances of Palli-sariglta are 
attached to songs. In one or two cases 
these are performed on their own. 
Instruments accompany these. 

Although songs are prevalent in many 
different ways, folk dances are few. 
Examples of this type of dances are — 
Rasa-nrtta' of Manipur; 'Baul-nrtta', 
Ghatu-nrtta' of Bengal; 'Ghumar-nrtta' of 
Rajasthan; 'Garba-nrtta', 'Rasa nrtta' of 
Gujarat; 'Kolattam-nrtta', 'Yaksagana- 
nrtta' of Karnataka, etc. 

3. Laukika Dharma-sariglta ( n1fW>* 
**4*i'ilfl) — Religious songs related to the 
people are meant to be songs of Dharma 
Thakur, Gambhlra [Gajan, Gambhlra, etc. 
are songs for the worship of £iva], Ghe tu, 
Sitala, DiyadI, Pavuji and songs for 
worshipping trees, etc. 

The instruments which are used in Loka- 
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sahgita, are Ektara, Dotara, Anandalahari, 
Goplyantra, Sarinda, BasI, Algoja, Tipra- 
basl, 6iria (siriga), Dhak, Dholak, Kada, 
Khol, Madal, Daff, Khanjari, Hudukka, 
Khamak, Kirlkattl, Karatala, Khattala, 
KasI, Kasar, Jhajh, Ghanta, Mandira, 
Nupur. [Normally, not more than one or 
two instruments are used in one type of 
folk-song.] [See : Sahgita, Vadya]. 

Lom-vilom parana (cffa facfw W\) — The 
syllables of the parana which has the same 
form when read from the left side or from 
the right. [See : Parana] 

Laukika-sangita (<rflf** — (i) Regional 
or Desi sahgita. Though local or regional 
(i.e. Desi) songs, these have established 
themselves as gita, born culturally, by 
following the rules of classical music in a 
small measure, e.g. — 1. Akhdai; 2. Half 
akhdai; 3. Tappa; 4. Thumrl; 5. Songs 
which are Dhrupada and Khayal oriented; 
6. Bahgla Raga-pradhan gana, etc.. 

(ii) By Laukika sahgita, it does not only 
mean the Sahgita which has evolved out 
of urban civilisation, but even if a talented 
person living in a village creates music 
which becomes qualified in laukika 
(polular) qualities this may earn the merit 
to be identified under the above 
mentioned name. 

(iii) Marga-desi sahgita. Sahgita origi- 
nated and cultivated under the inspi- 
ration of artistic wisdom of educated and 
cultured persons. Except 'Gandharva', 
other classical music or music of advanced 
discipline. Sahgita, originated from 
aesthetic sense. [See : Sahgita] 

Like Western countries, there is not much 
difference in towns and villages of India 
from cultural point of view. Hence the 
society of man may be divided in four 
classes, e.g. — 

1. Adima (aboriginals) with natural, 
uneducated environment ; 

2. Little educated with natural urge; 



3. Educated, but against rules and regula- 
tions while possessing a creative tempera- 
ment; 

4. Can be divided as a class directed by 
disciplined, unnatural culture. From these 
classes successively originated — 

( a) Adima, (b) Palll, (c) Desi, (d) Marga- 
desi sahgita. [See : Loka-Sahglta]. 

Sa (JT) 

Sakti (?lfaT) — Name of a tala. 
Sahkara C?T^T) — Name of a raga. Name of 
a tala. 

Sahkara-yukta raga-nama (7T|j7 "^^T 
TFT-^TW) — Name of ragas with the prefix 
Sarikara — £ahkara-vijaya, £ahkara-bela- 
vala etc.. 

Sahkara (7T|T1) — Name of a particular 

raga. 

Sahkara-yukta raga-nama (TI^TT-l^T Tm- 
— Name of ragas with prefix Sahkara — 
Sahkara-arana, £arikara-bharana, Sahkara- 
karana, Sarikaracarana, Sahkarananda, 
etc. 

Sahkarabharana-mela (TT^Tl W ^el) — 
Karnataka name of HindusthanI Belavala 
thata. According to 'Ka-ta-pa-yadi' 
formula, it is 'janaka mela' Dhira- 
sarikarabharana (No. 29 mela) of 
Karnataka-paddhati. 

Sahkita (*if§ a) — It is a defect of the singer. 
A blamed singer, who increases the tempo 
of the song. [See : Gayana-dosa] 

Sahkha 1 (TTf 1 )— Sakh (conch shell). It is 
a wind instrument which was used in 
composed gltas in ancient days and in 
modern times it is sometimes used in 
orchestras or with songs in dramas. [See : 
Vadya] 

Sahkha 2 (^If 7 2) — It is a type of alarikara 

(ornamentation). 
Sahkha 3 3) — Name of a tala. 
Sahkhacuda [See : Tana] 
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Satatantrl-vlna ( ^ma^lqVn) — Another 
name is Svaramandala vina. It was a vina 
of the Vedic-age (shape of a bow), in 
which one hundred strings were twisted 
round in three bunches, (33+33+34). 

Sani — Name of a tala. 

Sabda (7T»?) — Sound resembling the 
humming of a female black-bee. Nada 
voice. [See : Nada] Lyrical composition 
(£abad), appropriate for bhajans of the 
people who follow the 'Sikh' religion. 

Sabda guna (TT^IPT) — Possession of those 
qualities which make voice suitable for 
singing, e.g.— 

1. Mrsta (purified); 2. Madhur (graceful); 

3. Cehala (pieasant, soft female voice); 

4. Tristhanaka (voice range covering three 
heptads); 5. Sukhavaha (bringing in 
happiness); 6. Pracur (ample); 7. Komala 
(soft); 8. Gadha (deep); 9. 6ravaka 
(audible); 10. Karuna (compassionate); 11. 
Ghana (intense); 12. Snigdha (pleasing); 
13. Slaksana (good quality of sound); 14. 
Raktiyukta (colourful); 15. Chavimana 
(full of splendour). 

Sabda dosa (?T^ ^fa) — The faults in voice, 
which do not make songs pleasurable, 
eg — 

1. Ruksa (harsh); 2. Sphutita (cracked); 
3. Nihsara (without vigour); 4. Kakoli (like 
raven); 5. Koti (faulty); 6. Keni (the voice 
which can not be produced easily in bass 
or high octave); 7. Krsa (thin); 8. Bhagna 
(broken). 

Sabdabheda 1 (7F^fc[ 1 ) — The varieties of 

voice, e.g. — 1. Khahula; 2. Narata; 3. 

Bombaka; 4. Misraka. 
Sabdabheda 2 (?I^^ 2 )— Appropriate for 

music or tuneful-sound and not fit for 

music or out-of-tune-sound. 
Sabdam (7P^)— A particular portion of 

body gesture of 'Bharatanatyam' dance. 
Sabdalaiikara (^icichk) — Those alahkaras 

or gamakas [Alahkarana (ornamentation) 

in one word] which are to be understood 



by listening only, but can not be under- 
stood properly through notation. This 
modern terminology is used by some, for 
those alahkaranas. 

Sarlyati, Sarlyati (TRfaftT, TRtacft)— 
[Originated from Arabic word '£ariyat', 
which means religious regulations of 
God]. Religious songs of the Muslim 
community, tune of which is suitable for 
folk-music. 

Sarat (Wfi) — Name of a particular raga. 

Sarat-sararh "STR) — Name of a 

particular raga. 

Sarira-cakra (TTTlT — According to 
Indian theory, flower shaped symbols 
(invisible) are the cause of spiritual, 
nervous and mental faculties inside the 
body. These spread from the base of the 
spine (muladhara) to the head (Brahma- 
randhra) and are ten in number, e.g. — 

1. Adhara-cakra or Muladhara-cakra; 

2. Svadhisthana-cakra; 

3. Manipur-cakra; 

4. Anahata-cakra; 

5. Visuddhi-cakra; 

6. Lalana-cakra; 

7. Ajha-cakra; 

8. Manscakra; 

9. Soma-cakra; 

10. Brahma-cakra. 

Sarbari (TT^ft) — Name of a raga. 
Sa£Trekha (?wfa3T)— Name of a raga. 
Sastra — A type of Sadava (hexatonic) 

Buddha tana (orderly arrangement of 

svaras). [See : Tana] 
Sahnal (WfTf ) — Sanai. Name of a wind 

instrument. [See : Vadya.] 
&akha (^fiioi) — It is one of the 'ahgas' 

(elements) [See : Ahga] of 'Prakarana-gita', 

which is included under ancient Gan- 

dharva or Marga sahgita. [See : Sahgita] 
Sakha-prasakha (W3\ 'StWQT) — A general 

name for Katan, etc. of KIrtana gana. [See : 

Katan, Nama-kirtana] 
^anai (7IHI?) — A corrupt pronunciation of 
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the word 'Syahl-naT or 'SahnaT. [See : 
Vadya]. 

Santa-kalyana, Santa-kalyam (TIR^FTM, 
HIN+^rt) — It is the 65th number 
melakarta, named Meca-kalyani of 
Karnataka paddhati, [similar to Hindus- 
tani thata, named Kalyana]. 

Santikrta ( Vll^^d)— It is a particular 
Auduva (pentatonic) suddhatana (orderly 
arrangement of svaras). [See : Tana] 

Savaka (sfiiq^) — The singer who does not 
know the meaning of the song. It is a fault 
of the singer. [See : Gayaka-dosa] 

Sarada (W^I) — A particular type of vina. 

Sarika (sriifcw) — The object with which vina 
is played. Kon (plectrum). 

Sarira (TTTCfc) — Capability to reveal ragas 
through voice, without any practice but 
due to inborn qualities. 

Sarira vibhaga CSTRftfavm) — There are two 
varieties of Sarira, e.g. — 1. Susarira and 
2. Kusarira. 

1. Susarira — Sarira which consists of good 
quality sound. 

2. Kusarira — Sarira which consists of a few 
sounds which are devoid of good 
qualities. [See : Sarira] 

Sarira-Srenl (mtr Sarira has four 

classes, e.g. — 

1. Kodal — Which is full of beauty and 
steadiness in three sthanas (heptads). 

2. Madhura — Which consists of sweetness 
in mandra and madhya sthanas (lower 
and middle heptads). 

3. Pesala — Which consists of sweetness in 
tara sthana (higher heptad). 

4. Bahu-bhahgi — A mixed state of the 
above mentioned Sariras. 

Sarlra-vTna ( *(iKl<q"l«ii) — Other name is 

Gatra vina. [See : Sarira] 
Sarngaravl (TTT^T^t) — Number 17 Sruti 

among twenty two Srutis. Its other name 

is 'Alapini' Sruti. [See : Sruti] 
Sastriya-sariglta (TfTWfa ^Mfa)— Music 



consisting of high standard and methods. 
Laksya-sahgita is another term. The music 
which maintains the methodical principles 
of raga-tala system prevalent in its own 
era. 

Sahnai (^115-115) — Some people call 'Sahnai' 
'Sanai'. According to them, it is a Persian 
word. Bengali pronunciation of Sahnai is 
Sanai which means 'flute' or wind 
instrument. According to some, it was the 
main 'nai' or 'naye', i.e. flute, in the 
Nahabat' (naobat, instrumental ensem- 
ble) of the Badsah's (emperor's) court, for 
which it was named as 'Sahnai', Sah 
meaning emperor. [See : Vadya]. 

Siksaker guna (f?I^%T ^T) — Good qualities 
of a teacher — Smrti (memory), Mati 
(intelligence), Medha (power of under- 
standing), Uha (personal appreciation), 
Apoha (rejection), and accomplishing the 
task of training disciples. 

Siksa (ftrai) — Grammar of Vedic-chanting 
and Vedic-music. Those ancient books in 
which directions for applying svaras and 
chandas for Vedic chanting of mantras 
and ganas are given, e.g. — Yajfiavalkya- 
siksa, Naradl-siksa etc. 32 books. 

Siksakara (f?T$TrarrO — Authors of Siksa 
granthas (books). Singer, who is expert in 
imparting lessons. [See : Gayan] 

Sikhara (fwO— Name of a particular tala. 

Siria (f?m) — Wind instrument made of 
horn, wood, brass or copper, played 
during different festivals, rejoicings and 
processions. Another name is Srhga. Its 
other names are Kambu, Komiki, Kulhai. 
It is upto 10-12 feet long. [See : Vadya] 

Sinjini (Rfifsil) — Another name is nupur. 
Anklets with tiny bells. [See : Vadya] 

Si thilTkarana (^1^1*^1) — To convert the 
following svara to the preceding lower, by 
loosening the string. [See : Pravesa] 

Siva-yukta raga-nama ('f?T^-'g^T TFT-'^Tm) — 
Names of ragas with the prefix Siva — 
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£iva-kambojI, &iva-gandhara, Sivamata- 

bhairava, Siva-rahjinI, Siva-sararh, etc.. 
SivadasI (Rfiqqwl) — A class of Devadasls 

(temple dancers). 
Siva (f?J3T) — More ancient name of number 

13 Sruti. [See : Sruti] 
Sirarh (f?KT) — Name of a raga. 
girikha (fsnftST)— Name of a raga. 
gilpatraya (ftTrWZT)— Old er name of 

Sahglta. 

Sistakrt ( ftl^-H)— An Auduva Buddha- 
tana (a pen ta tonic arrangement of svaras). 
[See : Tana] 

Sisyer guna (f*T*ft "3°I) — Good qualities of 
a disciple — Medha (power of under- 
standing), Smrti (memory), Slagha 
(eulogy), Anuraga (devotion), Sarigharsa 
(imitation) and Utsah (enthusiasm). 

Sukia-yukta raga-nama (TT^-'^ft 
TFT-^) — Names of ragas with S\ikla as 
prefix — Sukla-khambaj, Sukla-belavala, 
etc.. 

Sudd ha ba Sudh-yukta raga-nama 

IHrH^ 1 ^- 7 TW) — Names of ragas with 
Suddha or Sudh as prefix — S\iddha- 
kalyana, Suddha-kanara, Suddha-kedara, 
Suddha-khambaj, &uddha-gauri, Suddha- 
desl, Suddha-nata, Suddha-paficama, 
£uddha-barigala, £uddha-baradl, Suddha- 
belavala, S\iddha-bhairava, Suddha-malavl, 
S\iddha-ramkell, S\iddha-lalita, Suddha- 
sahkara, Suddha-saverl, etc. [Buddha is also 
an independant raga.] 
Suddha alankara (^£5 ar^'cfTR )— Those 
alahkaras (ornamentations), in which 
ancient varnas (stages of movement) have 
not been applied. Those are Suddha- 
alahkaras, which have been formed due 
to beautiful style of utterance of svaras 
and special relation with other svaras. 
Other name of 6uddha-alarikara is 
Varna tirikta-alahkara, e.g. — 1. Visista, 2. 
Varna-vyatirikta, and 3. Sthayakaku. 



1 . Visista suddha-alankdra — The alari-kara 
which is created by jerk or thrust while 
passing from one particular svara to 
another svara. 

2. Varna-vyatirikta iuddha-alahkara — In 
this, one observes orderly arrange- 
ment like 'Varna', but the methodology 
of arrangement is different. 

3. Sthayakaku Suddha-alankara — In this, 
the style of utterance assumes an 
unique form. [See : Alankara] 

Suddha-khayal (khyal) (TT^-TsRM)— 
Khayal of exclusive SadharanI barn which 
is free from the influence of dhrupada, and 
with fiqrabandl. [See : Fiqrabandl, Ban!] 

Suddhajati (^fS^nfa) — Seven pure forms 
marked by names of svaras [originating 
from $adja-grama (particular musical 
scale) and Madhyama-grama (particular 
musical scale), applicable as tunes in 
ancient Gandharva-sahglta, e.g. — 

1. Originating from Sadja-grama — Sadajl, 
Arsabhi, Dhaivati, and Naisadl. 

2. Originating from Madhyama-grama — 
Gandhari, Madhyama, and Pahcaml. 
[See : Grama, Jati] 

Suddhajatir Laksana ( ¥J4*1ir<H cTSFO— The 
'nama-svara' (the note for naming) of the 
jati would be its graha, arhsa and nyasa 
svara, and all the svaras of the Murcchana 
[e.g. 'Sa" -murcchana of Sadaji jati; 'Ri'- 
murcchana of Arsabhi jati, etc.] consisting 
of the 'nama-svara', would be present in 
the jati. Tara-sadja (6) should never be the 
nyasa svara. [See : Graha, Arhsa, Nyasa, 
Jati, Murcchana] 

Suddhatana (^^?TH)— 28 Sadava-tanas 
(hexatonic) consisting of 6 svaras and 21 
Auduva-tanas (pentatonic) consisting of 
five svaras of ancient Sadja-grama and 21 
Sadava-tanas (hexatonic) consisting of 6 
svaras and 14 Auduva-tanas (pentatonic) 
consisting of 5 svaras of Madhyama 
grama. The total number comes to 
28+21+21+14=84 tanas. [See : Tana] 
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Suddha-madhyama (^r-'HWFT)— Also 
called Prakrta-madhyama. It is ancient 
madhyama, consisting of four srutis. 
Madhyama svara (4th note of the heptad) 
placed on number 13 sruti out of the 
ancient 22 srutis. The suddha svara 
(natural note) next to Suddha-gandhara 
(3rd note of the heptad). 

Suddha-madhyama melakarta (^£5-"RWTO 
Actual) — Those mela-ragas in Karnataka 
Sahgita Paddhati, in which suddha- 
madhyama is used. Number of these are 
36. [See : Mela]. 

Suddha-madhya (^-"RWTT)— 4th Mur- 
cchana or Sadajadi murcchana of ancient 
madhyama grama. According to Narada- 
mata, it is Hema-murcchana. [See : Mata] 

Suddha raga (^pS-TTT) — A particular class 
of ragas prevalent in ancient period, ragas 
under which were considered to be of 
pure form, free from the influence of other 
ragas. 

Suddha-sadja (*j«sqs>Ji) — The Sadja-svara 
which stays on its 4th Sruti. The prakrta 
(real) sadja svara of ancient times. [See : 
Sruti] 

Suddha-sadja (tl-S^s^i) — Pahcama-adi 
murcchana or 4th murcchana of Sadja- 
grama. According to Narada-mata, it is 
the 'Sauviri' murcchana. [See : Murcchana, 
Mata] 

Suddha-svara 1 C^TSFTT 1 )— Prevalent 
seven svaras, which are placed at specific 
intervals, creating saptaka (heptad). The 
names of these seven Suddha svaras 
(natural notes) in Indian music are — 
1. Sadja (S); 2. Rsabha (Ri); 3. Gandhara 
(G); 4. Madhyama (M); 5. Pancama (P); 
6. Dhaivata (D); and Nisada (Ni). When 
judged from 'S' according to the system 
of those ancient days, ancient Suddha-Ri 
was at an interval of 3 Srutis; Suddha-G 
was at an interval of 5 srutis; Suddha-M 
was at an interval of 9 srutis; Suddha-P 
was at an interval of 13 srutis; Suddha-D 
was at interval of 16 srutis; and Suddha - 



Ni was at an interval of 18 srutis. There 
used to be an interval of 4 srutis between 
Suddha-Ni and S. 

In the case of present day Hindusthani, 
system seven Suddha svaras are: — 

S-Ri = Puma - antara (full interval) = 4 Srutis. 

Ri-G = Apurna-antara = 3 Srutis. 

(short of full interval) 

G-M= Ardha-antara (half-interval) = 2 Srutis. 

M-P = Purna-antara (full interval) = 4 Srutis. 

P-D = Purna-antara (full interval) = 4 Srutis. 

D-Ni = Apurna-antara = 3 Srutis. 

(short of full interval) 

Ni-S = Ardha-antara (half interval) = 2 Srutis. 

[Seven Suddha svaras within the total of 

22 Srutis] 

The Suddha-svaras of Karnataka paddhati 



are as follows : — 

S-Ri = Ardha-antara = 2 Srutis. 

Ri-G = Ardha-antara = 2 Srutis. 

G-M= Ati Purna-antara =5 Srutis. 

M-P = Purna-antara = 4 Srutis. 

D-P = Ardha-antara = 2 Srutis. 

D-Ni = Ardha-antara = 2 Srutis. 

Ni-S = Ati Puma-antara = 5 Srutis. 



[Seven Suddha svaras within the total of 
22 Srutis.] 

The svara-grama (musical scale) of 
different countries being of different type, 
'Suddha-svara' implies a svara of a 
particular country having a particular 
nature. In the Western countries, the 
Suddha-saptaka which is in use at present, 
is called Tempered Scale, whose saptaka 
or seven svaras if considered according to 
the value of cents, would be 0, 200, 400, 
500, 700, 900, 1 100 and 1200 (Tara-S) cents. 
Its character is to a large extent like the 
Hindusthani Belavala thata. Prior to this, 
in the Western countries Dia-tonic scale 
was in vogue, the Suddha-svaras of which, 
were — 

1st svara-2nd svara=Puma-antara=9/8 ratio (anupata). 
2nd svara-3rd svara=Apurna-antara =10/9 ratio. 
3rd svara-4th svara=Ardha-antara =16/15 ratio. 
4th svara-5th svara = Puma-antara = 9/8 ratio. 
5th svara-6th svara=Purna-antara = 9/8 ratio. 
6th svara-7th svara=Apurna-antara =10/9 ratio. 
7th svara-8th svara=Ardha-antara = 16/15 ratio. 
[See : Srutyantara, Svaranupata, Svarantara, Scale] 
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Suddha svara 2 2)— According to 

modern Hindusthani and Karnataka 
opinion the svaras 'S' and 'P', are always 
suddha. This is because, these donot have 
altered forms. Due to this reason, these 
two svaras are called 'Acala svara' 
meaning, that which does not move from 
its place. [See : Svara, Acala svara] 

Suddha, Suddhaglti (^J5f, VJ^I'llfa)— GIti or 
regional vocal style which is without any 
ornamentation, consisting of simple 
svaras or simple, pleasant, sweet svaras. 
[See : Giti] 

Subhapantu varall Cspw-^cHldl) — Number 
45 'Janaka-mela' (parent scale) or Mela- 
karta of Karnataka Paddhati. A particular 
raga of Karnataka system. Also called 
S^aiva-pantuvarall. 

SubhavatI ( ?JMI^fl ) — Name of a particular 
raga. 

Subhranga (^^TTf) — Name of a particular 
raga. 

Suluf (T$g*0— [See : Sulf, Gati]. 

Susira ("9jf*7T) — Susira (Wind instrument). 
[See : Vadya] 

Suska-aksara (^pP-3TW) — Meaningless 
letters. Syllables of vadya and nrtya 
(instruments and dance). 

Suska-vadya (^^qisi)— The instrument 
which is played solo without accomp- 
anying song or dance. [See : Vadya- 
bheda]. 

Srhkhall (^Jf^ft) — Name of a particular 
alahkara (ornament). 

Srhga (*JW) — Sina (Shiga) (horn). A parti- 
cular type of wind instrument. [See : 
Vadya] 

Srrigarika (I^Tft^O — According to some 
opinion, it is the pure form of the word 
'Sakari'. [See : Sakarl]. 

SrngarinI ( ) — Name of a particular 
raga. 



Sesa (^) — Name of a particular tala. 
Saiva-pantuvarali (^W^TTcft) — [See : 

SubhapantuvaralT.] 
Soka-varadI (TTt^TTS^) — Name of a 

particular raga. 
Sobhavari (#*TTMt) — Name of a particular 

raga. 

Sorata ("STtTcT) — Distorted pronunciation of 
the word £ruti. 

Syama (Y*n*0 — Name of a particular raga. 

Syama-yukta raga-nama (WT-^^RT TTTT- 
^TTT) — Name of ragas with the prefix 
$yama — £yama-kalyana, Syama-kanara, 
$yama-kedara, Syama-gurjarl, Syama- 
rama, etc.. 

Syama-kartika (TW\ <*>iRta) — Name of a 

particular tala. 
Syama-sahgita (^TTCT-TT^ta) — Songs on the 

subject of Almighty Goddess £akti £yama 

or Kalika, the variety which was 

introduced by Sadhaka Ramprasad Sen. 

Songs of Malasi. [See : MalasI] 
Syena (ffa) — An Auduva (penta tonic) tana 

(Svara arrangement) of Sadjagrama. 

Name of a type of alankara. [See : Tana, 

Alahkara]. 

Sravaka (SCT33>) — Voice, that can be heard 
from a distance. [See : Sabda guna] 

Sravya-Sahgita (OT^T-w-^la) — Music, that is 
acceptable by the ear. Gana (Vocal music), 
Vadya (instrumental music). 

Sri, Sriraga (9ft, sftTFT) — Name of a 
particular raga. 

Jsrl-yukta raga-nama (art-^pRT <MHIM) — 
Names of ragas with the prefix Sri — Sri- 
kantha, Sri-kalyana, Sri-kamoda, Srl- 
gaurl, Sri-tahka, 6ri-pancama, Sri-rahjinl, 
£rl-sarikara, 6rI-hindo!a, etc. 

Srlkhola (?fl<alci) — Mrdaiiga, that accom- 
panies Kirtana or songs of KIrtana style. 
[See : Vadya] 

Sriraiiga (dflT^") — Name of a particular tala. 
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Sriraga-mela (SlUl'l^ci)— It is the number 22 
'Janakamela' Kharaharapriya of 
Karnataka system. [See : Mela] 

Srisekhara (9t)*l<a0 — Name of a particular 
tala. 

Sruti 1 1 ) — Name of a particular tala. 
An ancient name of 'Sruti-jati'. [See : Sruti- 
jati] 

Sruti 2 2) — It is a type of 'Prabandha- 
jati' which consists of six ahgas (essential 
elements). [See : Prabandha-jati] 

Sruti 3 (Sjfa 3)— According to Karnataka 
opinion the uninterrupted tune which is 
played with songs or instrumental music. 

Sruti 4 ( ?jf% 4 ) — Musical sound, that can be 
perceived through ears. According to 
Indian opinion, each of the 22 subtle 
divisions of musical sound. Each of the 
subtle sound produced in the 22 nadis 
(pulse) inside the human body by the blow 
of wind that exists in the body. Subtle 
sound under svara saptaka (heptad). The 
state of svara that is produced due to 
resonance, i.e. vibration produced from 
'ahata-nada' or due to stability of sound 
produced by striking, just before achi- 
eving resonance or immediately after 
striking. Sound under saptaka (heptad), 
which is not used in a raga [when used, it 
is known as svara]. The musically related 
single or more than one sound which have 
to be passed over on way to reach from 
one svara of saptaka to the next svara. 

Sruti-antaragandhara (gfir-STWTT^TR) — 
According to the opinion of Karnataka 
system, one planned extra Sruti (micro- 
tone) between the two svaras — 'Sadha- 
ranagandhara' and Antara-gandhara'. 

Sruti-kakallnisada *l+cfl(HNIcO— 
According to the opinion of Karnataka 
system, one planned extra Sruti (micro- 
tone) between the two svaras — Kaisika- 
nisada and Kakali-nisada. 

Sruti-upanga (?jftT"3qrpf) — [See : Nasbug] 

Sruti-jati (ajftT"3nft) — The specialities which 



were produced due to variety in the style 
of utterance of svaras, were called 'Sruti' 
or 'Sruti-jati' during ancient era. During 
later period, specialities in character 
produced due to difference in position of 
the Srutis, were also called Sruti-jati. 
Ancient Sruti-jatis were of five types, e.g. — 

1. Dipta — expressing 'VIra' (brave) mood. 

2. Ayata — expressing 'Vistrti' (expanse). 

3. Mrdu — expressing Komala' (softness) 
mood. 

4. MfldJiya-expressing Santa (gentleness) 
mood. 

5. Karuna — expressing Karuna (comp- 
assion) mood. 

The above mentioned 5 'Sruti-jatis' were 
placed among 22 subtle sound or 'Sruti' 
or Antara-Sruti' in Gandharva-sahgita of 
ancient era, e.g. — 

1. There are four Sruti-jatis of Sadja-svara 
(S) — Dipta, Ayata, Mrdu, Madhya. 

2. There are three Sruti-jatis of Rsabha- 
svara (Ri) — Karuna, Mrdu, Madhya. 

3. There are two Sruti-jatis of Gandhara- 
svara (G) — Dipta, Ayata. 

4. There are four Sruti-jatis of Madhvama- 
svara (M) — Dipta, Ayata, Mrdu, Madhya. 

5. There are four Sruti-jatis of Pancama- 
svara (P) — Mrdu, Madhya, Ayata 
Karuna. 

6. There are three Sruti-jatis of Dhaivata- 
svara (D) — Karuna, Ayata, Madhya. 

7. There are two Sruti-jatis of Nisada-svara 
(Ni) — Dipta, Madhya. 

Sruti-jatir abantara-jati (fjfiTJWTfiR 
"^nfa) — The variety that takes place due to 
the application of each Sruti-jati in 
different Srutis (microtones), e.g. — 

1. 4 varieties of 'Dipta' Sruti-jati that take 
place on 1st, 8th, 10th and 21st Sruti. 

2. 5 varieties of 'Ayata' Sruti-jati that take 
place on 2nd, 9th, 11th, 16th and 19th 
Sruti. 

3. 4 varieties of 'Mrdu' Sruti-jati that take 
place on 3rd, 7th, 12th and 14th Sruti. 

4. 6 varieties of 'Madhya' Sruti-jati that 



266 



Sangiti Sabcin Kosa 



take place on 4th, 6th, 13th, 15th, 20th 

and 22nd sruti. 
5. Karuna Sruti-jati has 3 varieties that take 

place on 5th, 17th, and 18th Sruti. 
Srutir sarhkhya o nama ( *R5CT 3Tt HPT) — 
(number and name of Srutis) — According 
to ancient Sahgita-sastri Kohala', number 
of Srutis (microtones) is infinite, 66 or 22. 
According to others, number of 'Srutis' is 
22 in Indian music. According to the 
opinion of modern Karnataka system 
number of Srutis is 24. 

(a) Names of 22 Srutis are : — 

1. Tlvra, 2. Kumdvati, 3. Manda, 
4. Chandovati, 5. Dayavati, 6. Ranjani, 
7. Ratika [though commonly 'Raktika.' 
word has been used in some Sastras. 
Ratika word is found to be most 
appropriate when the explanation is 
carefully considered ] 8. Raudrl, 
9. Krodhi, 10. Vajrika, 11. Prasarini, 
12. Priti, 13. Marjani, 14. Ksiti, 15. Rakta, 

16. Sandipani, 17. Alapini, 18. Madanti, 

19. Rohini, 20. Ramya, 21 Ugra, 
22. KsobhinT. [According to Yastika 
muni] 

(b) According to another opinion — 

I. Siddha, 2. Prabhavati, 3. Kanta, 
4. Suprabha, 5. Sikha, 6. Dlptimati, 

7. Ugra, 8. Hladi, 9. Nirviri, 10. Dira, 

II. Sarvasaha, 12. Ksanti, 13. Bibhuti, 
14. Malini, 15. Capala, 16. Bala, 

17. Sarvaratna, 18. Santa, 19. Bikalini, 

20, Hrdayonmilanl, 21. BisarinI, 
22. Prasuna. 

(c) In another opinion — 

1. Nandl, 2. Visala, 3. Sumukhi, 4. 
Vicitra, 5. Citra, 6. Ghana, 7. Calanika, 

8. Mala, 9. Sarasa, [or Sarasa; Mala], 10. 
Matahgl [Magadhi], 11. MadhavT [Siva], 
12. Maitri [Matahgl], 13. Siva [Maitreyi], 
14. Kala [Bala] 15. Kalarava [Kala], 16, 
Bala [Kalarava], 17. Sarhgaravi 18. 
Matra (Jaya orMatra], 19. Amrta [Rasa], 
20. Rasa [Amrta], 21. Jaya [Vijaya or 
Matra], 22. Madhukari. 



(d) According to Parsvadeva — There are 66 
Srutis in three saptakas (heptads) each 
having 22 Srutis — 

(i) In Mandrasthana or Udara (lower 
octave) : 

Mandra, Atimandra, Ghora, Ghora- 
tara (S); Mandana, Saumya, Sumana 
(Ri); Puskara, SahkhinT (G); Nila, 
Utpala, Anunasika, Ghosavati (M); 
Lina-nada, Avartani, Ranada, Gam- 
bhira, (P); Dirghatara, Nadinl, Man- 
draja (D); Suprasanna, Ninada (Ni). 

(ii) In Madhyasthana or Mudara (middle 
octave) : 

Nadanta, Niskala, Gudha, Sakala (S); 
Madhura, Gall; Ekaksara (Ri); 
BhrhgajatI, Rasagiti (G); Suranjika, 
Purna, AlahkarinT; Barhsika (M); 
Vainika, Tristhana, Susvara, Saumya 
(P); Bhasahgi; Vartika, Sampurna (D); 
Prasanna, Sarvavyapanika (Ni). 

(iii) In Tarasthana or Tara (higher octave) : 
Isvari, Kaumari, Sa vara IT, Bhoga-vfrya 
(S); Manorama, Susnigdha, Divyahga 
(Ri); Sulalita, Vidruma (G); Maharka, 
SahkinI, Raka, Lap (M); Kali, Suksma, 
Ati-Suksma, Pusta (P); Supustika, 
Vispasta, Kakali (D); Karali, 
Visphotantarbhedini (Ni). 

(e) According to Karnataka opinion — 

(i) Sadajam (S) — Manda, Chandovati. 

(ii) Suddha-rsabham (R) — Dayavati, 
Ranjanl. 

(iii) Catuhsruti-rsabharn (Ri) — Ratika, 
Raudrl. or Suddha-gandharam 
(G) — Ratika, Raudrl. 

(iv) Satsruti-rsabham (Ru) — Krodhi', 
Vajrika or Sadharana-gandharam 
(Gi) — Krodhi, Vajrika 

(v) Satsruti-gandharam (Gu) — Prasa- 
rini, Priti or Antara-gandharam 
(Gu) — Prasarini, Priti. 

(vi) Suddha-madhyamam (M)~ Kanta, 
Marjani. 

(vii) Prati-madhyamam (Mi) — Ksiti, 
Rakta. 
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(viii) Pancamam (P) SandipanI, Alapini. 

(ix) Suddha-dhaivatam (D) — MadantI, 
Rohinl. 

(x) Catuhsruti-dhaivatam (Di) — 
Ramya, Ugra or Suddha-nisadam 
(N) — Ramya, Ugra. 

(xi) Satsruti-dhaivatam (Du) — 
UddlpanI, Ksobhini or Kaisika 
nisadam (Ni)-UddipanT, Ksobhini. 

(xii) Satsuti-nisadam (Nu) — Tlvra, 
KumudvatI or Kakali-nisadam 
(Nu) — Tivra, KumudvatI. 

Sruti o Svarer Sambandha sft 

— Relation between sruti (micro- 
tone) and svara (tone) — In the ancient 
days srutis used to take their places before 
the svara and the svara used to be placed 
on the last of the srutis. In the modern days 
some opine that the very first sruti is the 
place of retreat for the svara. 

According to the opinion of Karnataka 
system, the few 'Svayambhu-svaras' take 
their places in the last srutis (anta-sruti) 
and other svaras are located on the first 
sruti (adi-sruti). [See : Svayambhu Svara]. 

Accroding to general rules, the first four 
sruti's belong to Sadja-svara (S); next three 
srutis belong to Rsabha-svara (Ri); next 
two Srutis belong to Gandhara-svara (G); 
next four Srutis belong to Madhyama- 
svara (M); next four Srutis belong to 
Pahcama-svara (P); next three Srutis 
belong to Dhaivata-svara (D); and the next 
two last Srutis belong to Nisada-svara 
(Ni). 

Srutir prakrti ( ?jf?R 3Jf# ) — Nature of Srutis 
(microtone) — There are two forms of Sruti 
when applied with svara, e.g. — 
1. Svaragata; and 2. Antarasvaravartinl. 

1. Svaragata : Which regulates the style of 
utterance of svara by mingling insepar- 
ably with svara. 

2. Antarasvaravartinl : Which helps to 
express difference in sentiment due to 
its usage while staying in the middle 
between two successive svaras. 



Srutikara (3jlfl«*>K) — A kind of ancient string 
instrument of 'Tambura' variety. 

SrutivTna (%fciql u n) — An unknown variety 
of vlna, 'Tambura' type of vina. An ancient 
vlna consisting of 22 strings, indicative of 
Srutis (microtones). [See : Vadya] 

Srutyantara (SJc^RTT) — The proportional 
interval between one Sruti (mictotone) 
and the other Srutis next to it. During 
ancient days the interval of one sruti 
between Pahcama-svara of Sadja-grama 
and Pancama-svara of Madhyama-grama 
used to be called 'Sruti-pramana' [i.e. value 
of 1 sruti]. There is no clear mention in 
any ancient Sastragrantha (treatise) that, 
there was another type of 'Srutyantara' 
besides 'Sruti-pramana'. But from the way 
it has been said — how to get absorbed 
from G to Ri and Ni to D along with Sruti 
aiiet'Pramanya-^ruti' (Sruti-pramana), it 
gives the impression that there were two 
forms of srutis which were acknowledged 
during that ancient period — the first of 
which was Pramanya-sruti and the second 
was 'Puraka sruti'. 

According to mathematics based consi- 
derations of present days, l-sruti=22 cents; 
2=sruti=112 cents; 3-sruti=182 cents; and 
4-sruti=204 cents. 

According to this calculation 'P-svara' 
consisting of 4-sruti=204 cents and 'P- 
svara' of 3-srutis =182 cents. Therefore, 
Pramanya-sruti =204-182=22 cents. 

However 2nd sruti can not be of 22 cents. 

This is because, when 22 cents of Pramanya- 
sruti are deducted from 112 cents of 2 
Srutika (consisting of 2 Srutis) svara (G 
and Ni) of 112 cents, 90 cents remain (112- 
22=90). 

This means value of 2nd Sruti will be 90 
cents. Otherwise, one can not reach G and 
Ni svaras consisting of 2 srutis of 112 cents 
(value). It is thus seen, that there is no 
other way but having Puraka-sruti of the 
value of 90 cents. 

According to mathematical calculations of 
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present day, even these two types of srutis 
are not enough. Yet, every aspect of Indian 
music was the gift of the Gandharvas — 
remembering this and also knowing that 
definite value was used in the music of 
the Indians, one has to admit that during, 
and even before the time of Bharatamuni 
'Adarsa Sarhvrta-barhsir mana' (closed 
pipe's standard length) was 18 ahgula 
(fingers, 1 ahgula=appox J"), meaning 
Vina-string was 36 ahgula (fingers) long. 
If the string was 36 ahgulas or inches long, 
then, from S to M-svara would have been 
9" as per Gandharva principle and 9 srutis 
of same interval would have been 
achieved, having practically equal 
mathematical value. Therefore, there 
would have been no difficulty in 
calculating positions or numbers of Srutis. 
The interval between S and M, the two 
svaras of the Gandharvas, was divided in 
3 Svarantaras [See : Svarantara] of equal 
value. Therefore, S/M =t= 498 cents were 
divided among 3 svarantaras — i.e. each 
one of the svarantaras was 498-^3=166 
cents = 3 Srutis. As a result, 4 sruti = 204 
cents; 3 sruti = 166cents were achieved. 
This way 1 sruti = 38 cents; 2 sruti =166- 
38 = 128 cents. [It is to be remembered, 
that a 'Brhadantara' Sruti of the value of 
90 cents, has to be present in every svara]. 
Consequently, P-svara, consisting of 4- 
sruti, was of the value of 204 cents in 
Gandharva principle. It would be 166 
cents if it consisted of 3-sruti. 'Puraka- 
sruti' would be 204-144=90 cents and 
'Pramanya sruti' would be of 38 cents. 

Slaksna (Ter^T)— A particular type of 
quality in sound. The voice that expresses 
or flows uninterruptedly/ continuously. 
It is a particular quality of singing. [See : 
Sabda-guna, GIta-guna.] 

Slatha (WD— Slow. Slack. [Generally used 
with names of talas. e.g. — Slatha-tritala] 

Sloka-alapti (T^F 3TTcTf*<T) — A type of 



Saksara-alapti, in which alapa is 
performed with slokas. Performance of 
alapa of the image of the raga, written in 
Sanskrit, with the help of recitation. 

Sa W— Some write "Sadja in short as S". 
[See : Sa] 

Satkala (N<M>dl)— A title for the accom- 
plished who are expert in Sadahga'-gana. 
[See : Sadahga]. 

Satka C 1 ^?) — Time measure equal to six 
matra (beats). Six times of laghu matra. 
[See : Matra 1 ] 

Sadahga 1 1) — The specialities of 

language used in ancent natyas (drama), 
e.g. — Viccheda (separation); 2. Arpana 
(bestowal); 3. Visarga (relinquishment); 
4. Anubaddha (conjugate); 5. DIpan 
(illuminating); and 6. Prasamana 
(subduing). 

Sadahga 2 (^W^ 2 ) — Six ahgas (essential 
elements) of ancient prabandha, i.e. 
constituents of subject matter described in 
the portion of lyrical composition of the 
song, e.g. — 1. Svara; 2. Pata; 3. Viruda; 

4. Tena or Tennaka; 5. Pada; and 6. Tala. 
[See : Prabandha, Ahga] 

Sadahga 3 3) — According to the 

opinion of Karnataka system, six different 
stages of laya, e.g. — 

1. Anudruta or Virama or Sekhara; 2. 
Druta; 3. Laghu, 4. Guru; 5. Pluta; and 6. 
Kaka-pada. [See : Matra-vibhaga, Taler- 
prana] 

Sadahga 4 (^f 4) — Six different consti- 
tuents of song, according to one opinion, 
eg — 

1. Dhatu; 2. Matu; 3. Svara; 4. Tala; 

5. Gana; and 6. Varna. 
Sad-alahkara (^-^cnf i<) — The specialities 

of language used in ancient natyas 
(dramas), e.g. — 
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1. Ucca (high); 2. Dipta (radiant/brilliant); 
3. Mandra (deep); 4. Nica (low); 5. Druta 
(fast); and 6. Vilamvita (slow). 

Sadja ( — The prevalent names of 
'Khadja' or 'Sadja', which is the name of 
the first svara (tonic) of the Indian saptaka 
(heptad). Short name is 'S' or 'Sa'. It is that 
svara from which other six svaras of the 
saptaka originate. That svara which is 
created by receiving elements of six 
svaras. That svara, which originates 
through the help of six sthanas (position) — 
nose, throat, chest, palate, tongue and 
teeth. That svara which originates from 
the six sthanas (places) — naval, pulses, 
heart, right side, left side and head. 

Sadaj — Distorted pronunciation of 

the word Sadja. [See : Sadja] 

Sadja-KaisikI (*T5*T ^Ru*!) — A particular 
vikrta-'jati' of ancient Gandharva-sarigita. 
[See : Jati] 

Sadja-grama — A particular 

'grama' (scale) or svara-grama. [See : 
Grama]. 

Sadja-Madhyama (t^S^T 'RWfflT) — A parti- 
cular vikrta jati of ancient Gandharva- 
Sariglta. [See : Jati] 

Sadja-madhyama bhava (^T-^Tif — 
The relation between 'S' and 'M', through 
interval of SVuti or svarantara of the two 
svaras. During modern time, the relation 
which is determined through number of 
svaras between 'S' and 'M', is also called 
'Sadja-madhyama-bhava'. The relation 
indicating an interval of 9 srutis between 
two svaras of a svara-grama. There are 8 
srutis between 'S' and 'M' [M is situated 
on the 9th sruti]. The ratio of Svarantara 
is i. Or, a relationship, where there are two 
svaras in between. Where ever the above 
mentioned relationships are present 
between any two svaras it is taken for 
granted that 'Sadja-madhyama bhava' 
exists. 

Sadja-pancama bhava (TS^ WT MM) — The 



relationship between two svaras 'S' and 
'F, — where there is an interval of 12 Srutis 
between them; relation between the two 
due to a distance of 13 srutis; ratio of i 
Svarantara, or presence of three inter- 
mediate svaras according to modern 
theory. Any two svaras will be counted/ 
considered as having 'Sadja-pancama 
bhava' if the above mentioned relation- 
ships are present. 

Sadja-sadharana ('sr5*f-'HT*>"rTT<n)— The 
altered form of Sadja or 'S' when it shifts 
from its specific position by one sruti. 
[See : Sadharana] 

Sadaj am ( mMH) — The Karnataka pronun- 
ciation of Sadja svara. 

Sadjodicyava ( qsMfkl-cqqi) — A particular 
vikrta-'jati' of ancient Gandharva Sahgita. 
[See : Jati] 

Sastha-murcchana (^3-t^#TT) — Gan- 
dhara' etc. type of murcchanas of Sadja- 
grama. 'Dhaivata' etc. type of murcchanas 
of Madhyama-grama. 'Sadja' etc. type of 
murcchanas of Gandhara-grama. [See : 
Murcchana, Grama]. 

Sa (''fl) — Some write Sadja-svara as 'Sa'. 'S'. 
[See : Sadja] 

Sadava ( 1 *T53) — Combination of six svaras 
(hexatonic). 

Sadava-auduva(-audava) (TSfTS^-sife?, 
zftm) — The song or raga in which 6 svaras 
are used in ascendance and 5 svaras are 
used in descendance. [See : Raga-jati] 

Sadava suddha-tana (^TTS^ TVSffiH) — 
Hexatonic note combination. [See : Tana] 

Sadava-sadava Cm^r-^T^) — The song or 
raga in which 6 svaras are used in 
ascendance and descendance both. [See : 
Raga-jati]. 

Sadava-sampurna (^Tf^-TFJ'f) — The song 
or raga in which 6 svaras are used in 
ascendance and 7 svaras in descendance. 
[See : Raga-jati] 
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$adjT (^sft) — A particular type of Suddha- 
jati of ancient Gandharva-Sahgita. [See : 
Jati] 

Sadji-kapala (NI4*fl*MleD— A particular 
variety of ancient Kapala-glti. [See : 
Kapala] 

Sodas! (ffrf?ft) — A particular type of hexa- 
tonic svara combination (Suddhatana). 
[See : Tana] 

Sola-dun (il<n<ji) — 16 times faster laya of 1 
matra (beat) which possesses madhya 
laya or medium tempo of tala. Application 
of sixteen svaras or varnas (syllables) in 
one matra (beat) (in medium tempo). Sulf. 

Sa (*) 

Sa("?T) — Short form of writing or pronun- 
ciation of Sadja Svara. [See : Sa] 

Saoyari (WTtaTft) — [See : Savari] 

Sakala (•h<*>ci) — It is 'jlva' or thread of 
modern days used for producing 'javari' 
(resonance) in vina type of instruments. 

Sa-kakall (Tf-=bi=neil) — Murcchana or tana, 
consisting of Kakali-nisada used in ancient 
Gandharva or marga (classical) Sahgita. 
[See : Murcchana, Tana] 

Sakari (*PFrit)— The lower third Sruti 
(microtone) of a svara (tone) which has 
two forms [e.g. Komala (flat) and Suddha 
(natural)]. Komala tama Svara (flattest 
note). The lowest Sruti (microtone) of 
other vikrta-svaras (See : Vikrta svara] 
except madhyama (M). Rikhab (Rsabha/ 
Ri) and Dhaivata (D) consisting of 1 Sruti. 
The term Sakari may have been conceived 
to mean a svara which is 'Sakdl', meaning 
wrinkled or vibrated. According to one 
theory, the term 'Sakari' has originated 
from the word 'Sahakarl. According to 
another theory, the word 'Sakari' has been 
thought of having a likeness to the word 
'Bikari'. Salali. [See : Salall] 
Sukvari = Komala. It can be assumed that 
the word 'Sakari' originated from 
'Komala'.] 



Sakhl-Sarhvada ( wit — Bengali songs 
on love episodes or descriptions of 
separation, discussed while addressing a 
Sakhi (female friend) or on the pretext of 
conversation between two female friends, 
where abundance of padas (literary 
composition) relating to Brindavanallla of 
Sri Krsna (amorous sports in Brindavana) 
are found. 

S-Gana (TMFT)— [See : Gana] 

Sa-GIta ('H- 7 ftcI) — The song sung immedi- 
ately after lifting the screen during 
'Purvarahga' of ancient Sanskrit drama. 
Song consisting of 'Kutapa' and dance. 
[See : Purvarahga and Kutapa] 

Sarhklrna, Sarhklrana (#fM, u*Uu|)_ The 
raga, in which more than two ragas are 
mixed. A raga, composed by mixing 
'Buddha' and 'Salaga' ragas or two Salaga 
ragas [See : Suddha, Salaga/Chayalaga]. 
One of the three ancient types of 
'Prabandha' glta. One of the three types 
of Nibaddha-gitas (tala bound classical 
composition) [See : Nibaddha gita], during 
Medieval period, e.g. : — 
1. §uddha, 2. Chayalaga, or Salaga, 
3. Sarhklrna. 

1. Suddha — '$uddha-suda' etc., ancient 
Prabandha gitas (classical compositions) 
were meant by 'Suddha'. 

2. Chayalaga or Salaga — Ancient 'Salaga- 
suda' Prabandha-gitas were meant by it. 
[See : Prabandha] 

3. Saihklrna — 'Citrapada,' 'Citrakala', 
'Dhruvapada' and Pahcall type of gitas 
were meant by it. Variety of padas (lyrical 
composition) were main in this type and 
use of dhatu (stanza) and tala was limited. 

According to another theory, there were 
14 types of Sarhklrna gita. [See : Prabandha, 
Glta] 

Sanklrtana/Samkirtana (UflcR mlMH)— 
To sing Nama-klrtana together, in chorus. 
[See : Nama kirtana] 

Sahgat 1, Sarhgat 1 (*T^% WKl 1 ) — Provi- 
ding cooperation as an accompaniment to 
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glta. Playing of instruments of tala as an 
accompaniment, revealing and mani- 
festing laya and chanda of the gita, in the 
same tempo. 
Sahgat 2, Sangati 1 (TTf^ 2, "flffa 1 )— 
Mutual cooperation between two distant 
svaras, by using them singly or both 
successively. When in any raga, two svars, 
near or distant, are used one after the other 
displaying characteristics of the raga, the 
mutual cooperation that occurs due to this 
in Sangati. 

Sahgati 2 (TTffa 2) — According to the 
opinion in Karnataka system, these are 
different prastara type of vistaras 
(expansion) in orderly arrangements of 
svaras or of portions of ragas. [See : 
Prastara] 

Sangama-kedara (TT^Hl^R) — Name of a 
praticular raga. 

Sarhglta, Sahgita (^PfttT, Utfld)— 
Combination of gita, vadya and nartana 
(song, instruments and dance). Dance, 
song and instrumental music together. 
Another name is 'Tauryatrika' (meaning- 
combination of three — song, dance and 
instruments). The general name for gita, 
vadya and nartana. Vocal music. 

In the modern days gita and vadya, either 
by itself, or together, is called Sahgita 
(music), imitating the Western countries. 
Dance is accounted for separately. 

Sahglter vibhaga (WT$K fa*im)— There are 
three divisions of Indian music, e.g. — 
(1) Vedtc or Sama [Though it contained gita 
(song), vadya (instruments) and nrtta 
(dance), it was known only as gana, and 
during that time the word Sahgita had not 
originated.]; [See : Sama]. (2) Gandharva; 
(3) Desi. 

2. Gandharva — Sahgita of later days related 
to 'Sama-gana', which was con-nected 
with ancient religious functions and 
which used to abide by some rules of 
Sastras firmly. Its songs were regulated by 



laksanas (characteristic) of 'Jati' and 
'Grama-raga'. Its talas were of 'Caccat- 
puta', 'Cacputa', etc. type, which were 
regulated by 'dasa-prana' of tala. Its 
instruments were of four kinds whose 
playing used to be guided by 'giti', 'dhatu', 
'vrtti', 'gata' and 'karana'. The nartana 
(dance) were of three types which were 
presented with karana , angahara, etc. and 
were used for creating rasa, consisting of 
four kinds of acting such as ahgika, vacika, 
etc.. [See : respective terms] 

(3) Desi — The music that was created or is 
being created to entertain people of 
different states or provinces or regions of 
India. It is dependant on application and 
hence ever changing. It is not strongly tied 
down to the bindings of Sastras, on the 
contrary laksanas (i.e. Sastras) are 
regulated by it. 

Sangiter upa vibhaga (U'flcU ^TftVFl)— 
Upavibhagas (Subdivision) of Gandharva 
and Desi sahgita are of two types, e.g. — 
(a) 'Gandharva' performed for the sake of 
welfare/prosperity and to cause harm or 
injury and (b) Natya-'gandharva' which 
was later named as marga. During the 
medieval era the name marga was used 
in place of 'gandharva'. 

Upavibhagas of Desi sahgita are three, e.g. — 

(a) Maintaining a few principles of 
Gandharva, 'Maraga-desT tries to stop 
unnecessary changes for entertainment of 
people and endeavours to create rasa by 
staying within the limits of Sastras. This 
is called 'Laukika sahgita' or 'Abhijata 
sahgita', or 'Uccahga sahgita' (classical 
music). It is called 'Raga sahgita', or 
'Classical music' according to the Western 
theory, in the sphere of 'gita vadya'. In the 
modern days tendency to call Marga-desI 
sahgita in the name of 'Marga', is noticed. 
It is more reasonable to call it 'Margl'- 
sahglta. 

(b) Desi-sahglta which emerges in new 
forms by adopting elements and 
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characteristics of ceremonial and folk 
music (Loka-sahgita) for entertaining 
people. 

(c) 'Desya'-sahgita or 'Loka-sanglta' which 
originates from the natural urge/ 
inspiration of the uneducated mind. [See : 
Loka-sahgita] 
Sahglter paddhati (*i'i)rk' c F<jfa) — There are 
two systems (paddhati) of music in India, 
e -g — 

1 . North Indian or Hindusthani, and 

2. South Indian or Karnataka. [See : 

Hindustani-Sahgita, Karnataka- 
Sahgita] 

Sahglter Sakha (<H'!lck?TniT) — Branches of 
Sahgita are three, e.g. — 1. Glta; (songs); 
2. Vadya (instrumental music); 3. Nartana 
(dance). 

1. Glta — Gita means songs emanating from 
voice. It was the custom to call gita as 
'gana' in the Vedic era. [See : Sama]. There 
were four types of divisions of gita. e.g. — 
(a) Gandharva-gita; (b) Marga-desi-gita; 
(c) Desi-gita; (d) Loka-gita. 
Gandhanta-glta — It was regulated by 
svara, grama, jati, grama-raga, etc., tala, 
pada, chanda, yati and tana, etc., its padas 
(lyrical compositions) could be meaning- 
ful or meaningless. But these did not have 
any stanza-wise division (dhatu or tuk). 
'Gandharva-giti' meant gitis like — 
Brahma gita , Magadhi, Ardhamagadhl, 
Sambhavita, Prthula giti and Suddha, 
Bhinna, Gaudi Besara, Sadharani, etc.. 
'Dhruba' giti was used in Natya- 
gandharva. [See : respective terms] 
Marga-desi glta — It was regulated by 
svara, raga and pada. There was no 
application of chanda, yati and ancient 
tana. Padas were meaningful or meaning- 
less and were set to tala or not set. These 
had stanza-wise division. Use of tala was 
not indispensible [See : Prabandha, 
Gitariti] 

Desl-glta — It is regulated by svara and 



pada. Use of raga is unimportant; 
generally, 'dhun' [See : Dhun] is applied 
or a mixture of tunes. Most often talas are 
used in this gita. However, sometimes it 
is seen without tala. Ksudra-gita or 
Sahkirna Suda-gitas of medieval period 
are songs of this category. Influence of 
padas are more in this. Akhdai, Half- 
akhdai, etc. of modern Bengali songs are 
also Desi-ganas from this point of view. 
Importance of tune or individuality are 
noticed in these. The names of those, 
which were meant by Desi in medieval 
era, are — 

1. Sama; 2. Vyakta; 3. Madhura; 
4. Vikrusta; 5. Sotsaha; 6. Karuna; 
7. Parihasa; 8. Adhyatma; 9. Mahgala; 
10. Ramya; 11. Visama. 
Loka-glta — Pada or literary composition 
is main in this gita. There is no variety of 
tune or expansion (vistara) in this gita. 
This gita is prevalent in different parts of 
India under different names. But generally 
these were involved with the incidents 
and ceremonies, such as — birth, rearing a 
child, social practice, work, happiness, 
sorrow, religion, love, separation, 
marriage, worldly affairs and death. 
[Marga-desi, Desi and Lok-gita are called 
gana in Sastras, not gita. Gita was of two 
kinds in medieval era, e.g. — 

(1) Gandharva or marga, which was 
superhuman and 

(2) Gana which consisted of Desi raga 
and was composed by Vaggeyakara 
(composer as well as singer). 

According to modern opinion No. (1) is 
gita, and No. (2) is gana.] 
2. Vadya — In this branch of instrumental 
music, gita, alapa, gat, sahgat are played 
on string and wind instruments, sahgat 
and lahara on membranophone instru- 
ments and sangat on idiphone instru- 
ments. 

(a) Vedic vadya — String and wind 
instruments were subordinate ('Anugata') 
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during Vedic era. Nothing is known about 
their style of playing. During this era, 
membranophone instrument had not 
improved much from its original stage. 
Since, use of Kharli or gab [black paste) 
was not in vogue, sound was loud, shrill 
and monotonous, although the instrument 
was covered with hide. 
Nothing is known about Vedic idiophone 
instruments, [See : Vadya] 

(b) Gandharva Vadya — Many beautiful 
changes were carried out in Gandharva 
string and wind instruments and in their 
method of playing. Solo playing and alapa 
were introduced in these instruments. 
Application of Kharli or gab type of paste 
on membranophone instruments was 
introduced and these instruments were 
also used for solo playing apart from being 
accompaniments. The arrangement to 
tune membranophone instruments on 
different notes of the heptad, was first 
noticed in Gandharva. 

The characteristics of Gandharva tala was 
to apply Caccatputa etc. five Gandharva 
or marga talas in a particular style in 
different ways, according to dasa-prana 
or dasa laksana of tala. [See : Tala, Tala o 
Prana]. 

Use of idiophone instruments is noticed 
in nibaddha glta of Gandharva and natya. 
[See : Nibaddha, Vadya]. 

(c) Marga-desi vadya — As string instru- 
ments, Bin, Rabab, Sarahgi, Sursrngar, 
Surbahar, Sitar, Sarod, etc. and as drone, 
at first Dandi and later Tanpura have 
come into vogue in 'Marga-desi' Sahglta. 
Twelve ahgas (essential elements) have 
been introduced in the alapa of string 
intrument such as Vina etc.. Twelve ahgas 
mean — 1. Mand or Bilampat ; 2. Mand- 
madh; 3. Madh or jod; 4. Madh-drut; 5. 
Drut; 6. Jhad or Jhala; 7. Thok; 8. Ladi; 9. 
Ladi-guthao; 10. Ladi-lapet; 11. Ladant; 
12. Dhuya-matha. 

[An aggregate of fourteen ahgas are 



achieved if No. 11 ladant is divided into 
'sath' and 'javab' and No. 12 Dhuya-matha 
is taken as dhuya and matha separately. 
The ahgas Nos. 1 and 2 are together called 
Sancara : Nos. 3, 4 and 5 ahgas, are 
together called jhad or jhala, and the rest 
of the ahgas, i.e. from Nos. 8 to 12 ahgas 
are together called tarparan. 
Pakhavaj and tabla are the main among 
membranophone instruments; Srikhol is 
used in Kirtana gana of Bengal and 
Khordak is used in 6ahnai. Many new 
syllables have been created for these 
instruments. 

Talas were used according to 'Laghu-guru' 
matra (beats) during medieval era, later, 
new talas were being innovated according 
to matra (beat) and chanda (rhythm). 
At the beginning, Kahasya-tala type of 
idiophone instruments were used in 
'Marga-desi' music but these have been 
abandoned during modern days. 

(d) Desi-vadya — There are no special 
regional string and wind type of 
instruments under this class. Use of 
Sarahgi, Esraj, Barhsi, etc. type of vadyas 
are noticed at some places. 

By Membranophone instruments, Tabla, 
Khordak and Srikhol etc. are meant. 
Generally Kaharva, Bhajani, Dadra etc. 
talas are used with Desl-sahgita. As 
idiophone instrument, use of Khattala, 
Karatala, Mandira and Jhajhar are noticed. 
[See : Tala, Vadya] 

(e) Loka-vadya — Khamak, Ektara, Gopl- 
cand, Dotara, Sarinda, wind instruments 
like Sahnai, Barhsi, Siha (sihga) etc., and 
membranophone class of instruments like 
Khanjari, Dholak, Madal, Nakara, Tikara, 
Ghat and idiopohone class of instruments 
such as Tala, KasT, Jhajhar, are seen to be 
used under this category. 

Tala of loka-sahgita is generally Khemta, 
Ad-khemta, Kaharva type of talas. [See : 
Tala, Vadya] 
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3. Nartana- (dance) — 

(a) Vaidika (Vedic) nartana — Nothing much 
is known about this. 

(b) Gandharva nartana — Gandharva 
nartana means ancient natya, nrtya and 
nrtta of the Gandharva Sahglta era. [See : 
respective terms] 

(i) Natya was 'arigika' nrtyabhinaya 
(dance and acting through body gestures), 
rich in gita-vadya (song and instruments) 
and consisting of 'Vacika', 'Aharya' and 
'Satvika', expressing rasa (sentiment) and 
bhava (emotion). [See : Vacika, Aharya, 
Satvika] 

This acting was of two kinds, e.g — natya 
dharmi (pertaining to drama) and 
LokadharmI (pertaining to popular 
liking). In this, mainly nrtya (dance) 
consisting of 'Sakha' [beautiful hand 
postures], 'Ahkura' [gestures expressing 
meanings of sayings told in the past], and 
Sue! [gestures expressing meanings of 
saying to be told in the future] were 
performed. 

Acting used to be completed in 
Gandharva nartana (dance) with the help 
of 'Purvarahga', 'Utthapana', 'Nandi', 
Kavya or subject of natya (drama) and 
'Dhruva'. [See : respective terms] 
'Vacika' - abhinaya — Acting, through the 
help of the language of the drama. 
'Aharya' - abhinaya — Acting, through the 
help of external material or ornaments 
such as necklace, crown (head dress) etc. 
'Satvika'- abhinaya — Acting, through the 
help of external application of gestures 
such as sweating, trembling, etc.. 
Angika - abhinaya — Acting, through the 
help of different bhahgi (gestures), bheda 
(diversity), mudra (symbol made by 
fingers) and karana (particular dance 
gestures) of limbs, extermities of the body 
and minor limbs. 

(ii) Emotions were expressed only through 
body gestures in dance. It had two 
divisions, e.g. — 'tandava' (manly dance) 



and 'lasya' (female dance). But it is not 
clear what was the entire procedure in 
which dance was performed. In this, there 
was application of 'karana', 'Angahara' 
(particular body gestures) and perfor- 
mance of 'Puspanjali' (offering of flowers) 
was done at the beginning. There was 
provision to explain the padas (literary 
composition) with the help of 'Karana' if 
there was any linguistic composition 
which expressed emotions, 
(iii) Nrtta meant exhibition of gestures or 
skill, through deflection or movement of 
the body by using different limbs. This 
used to be performed during the occasions 
of anointment, great festival, journey, 
marriage, etc.. 

(c) 'Marga-desi' nartana — Marga-desi 
natya (drama) used to follow Gandharva- 
natya, but the 'vacika-abhinaya' of the 
linguistic composition of drama, made 
ahgika-abhinaya superfluous in due 
courses of time. There was not much 
difference in nrtya and nrtta of.Marga- 
desi. Dance, that expressed emotions was 
called nrtya, and dance that gave more 
importance to tala-laya, was called nrtta. 
Examples of Marga-desi dance are — Yati- 
nrtya, Sabdacali, Udupa, Muru, Meri, etc. 
This type of Devadasi (Temple dance) 
dance was in existence in Karnataka 
(system). Sabda-nrtta, Gita-nrtta, Dhvad- 
nrtta etc. are available as examples of 
nrtta. 

In the modern days, 'Marga-desi nrtya' 
means 'Bharata-natyam', nrtta means 
'Kathak-nrtya' and natya means 
'Kathakali'. 

(d) Desi-nartana — Gita was given the main 
place in Desi-natya and nrtta was made 
less important. The drama used to be 
depicted fully through the help of 
language. The examples of this are — 
Mahgala, Pacali, Jatra. In the modern days, 
'theatre' has taken their place. On the other 
side, Rabindranath Tagor's gitinatya 
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(opera) and nrtya-natya (ballet) have been 
created in a new way. The natyas which 
are in Karnataka (paddhati), have more 
of ahgika-abhinaya. 'Mohinlatyam;', 
'Kucipudi are its examples. 
'Desi-nrtya or nrtta was not dependant on 
mudra (symbols made by fingers) and 
hence it was nothing but 'nrtta'; even then 
there was an attempt to express emotions 
in this nrtta. Names such as 'Cindu-nrtta', 
'Kattari-nrtta' were available during 
ancient days. Nrtta of the natl-s (dancing 
women) or Baijl-s (songstresses) was of the 
'Desl'-nrtta category, but elements of 
natya are also available in this, 
(e) Loka-nartana — 'Lokanatya' means 
'Pallinatya' (Rural drama). Dance and 
songs are must in this. The character of 
Pallinatya (folk-drama) could be seen in 
ancient form of 'Mahgala' and 'Jatra'. Neto 
(Leto), Jhumur, Kiratarjuna (Orissa), 
Yaksagana (Kerala), Bohda (Maharastra), 
Raslila (Gujrat), etc. may be called 
'Pallinatya'. 'Pallinrtta' or 'Lokanrtta' (folk 
dance) is prevalent in every region of 
India. Among them, Rajbese, Kathinrtta, 
Chau, Orao-nrtta, Lairoba, Ghumar, 
Bhahgda, Garva, Dholaca-nac, Kolatyam, 
Kummi, are famous. 
Sangita (Karnataka paddhati) — It was 
known as 'Dravidl-Sarigita' (Dravidi= 
Dravidian) or 'Tamil! Sarigita' (Tainili= 
Tamilian) in the ancient days. The names 
of the svaras of its songs (ganas) were — 
'Kural', 'Tuttam', 'Kaikkilai', Ulai', 'Hi', 
'Bilari' and 'Taram' in that order. 
According to one theory, these are the 
seven svaras such as Sadja etc., of the 
saptaka (heptad). Most pundits maintain 
this theory, because, the first-svara (tonic) 
of the murcchana has been called 'Kural' 
in all stages and the mention of first-svara 
implies Sadja, which is the avaghosa 
(drone). 

[Taram is imagined as the S' of tara-sthana 
(higher octave) by another theory; 



therefore, according to this theory svaras 
such as 'Kural', Tuttarh etc. become svaras 
such as Rsabha (Ri), Gandhara (G) etc. and 
Sadja ('S') is not found located. According 
to this opinion, the free-string expresses 
'Sadja' svara ('S'). Therefore, since it 
consists of 'yaT, it may be called yal' or 
'Mandram', following ancient termi- 
nology.] No name of its saptaka (heptad) 
has been found , but it is known that there 
were 12 srutis (microtone) including 
prakrta' (suddha or natural) and vikrta 
(flat and sharp) svaras under the saptaka 
(heptad). On the other hand, although 22 
Srutis were generally agreed upon, 
existence of 24 Srutis had been accepted 
as authentic in 'Tamili' (Tamilian) Saptaka. 
There is difference of opinion regarding 
the nature of the saptaka, — some say that 
it (the saptaka) was like Harikambhojl' 
mela [like Hindusthani 'Khamaj' thata]. 
Some opine, it was like Dhirasahkara- 
bharana mela [like Hindusthani Bilavala 
thata]. In yet another opinion, it was like 
'Kharaharapriya' mela [like Hindusthani 
Kafi thata]. 

By judging from the structural side of 
ancient svara-saptaka, a few modern 
pundits opine that this saptaka resembles 
Mukhari' mela. Description of four 
murcchanas (ascendance-descendance 
order of notes) of saptaka are available in 
Gupta-period, e.g. — 'Marul-yaT, 'Kurinji- 
yaT, 'Neyatal-yaT and 'Palai-yaT. Here, 
yal', implies murcchanas. Ragas used to 
originate from these murcchanas, names 
of which were 'pana'. [The starting svara 
(tonic) of murcchana used to be called 
'Kural']. During later period, when 'raga- 
jati' became Sampurna (with 7-svaras), 
Sadava (with 6-svaras) and Auduva (with 
5-svaras), then the practice to call the ragas 
of Sampurna raga-jati as pana and the 
ragas of Sadava and Auduva raga-jatis 
as 'tiram', came about. During this time, it 
was accepted firmly that the number of 
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srutis was 22, and it was named as 'matra'. 
Some have called the ancient 12 Srutis as 
'Rasi', following the division of Rasi-cakra' 
— the 24 srutis were called ' Alaku.' At 
that time sahgita was implied by the word 
'Isai' in South India. Dasa-laksanas (ten 
essential elements) of raga or 'pana' were 
not available. But use of the words 'Inai' 
for Vadi, 'Kilai' for Sarhvadi, 'Natapu' for 
anuvadi and 'Pagai' for vivadi, was found. 

By instruments string instrument, named 
'Yaj' and BherT type of membranophone 
instruments were meant. During later 
period, 'Yaj' became obsolete due to the 
emergence of vTna and vina became 
prevalent in Tamil-sahgita with the name 
'yaT. 'Yaj' was a harp-type of instrument. 

Tamilian-sahglta became completely 
absorbed in Arya-sahglta during the end 
part of Gupta era but its saptaka (heptad) 
consisting of 12 svaras survived. The 
arrangement of expressing Prakrta 
(suddha=natural) and vikrta (flat or 
sharp) svaras through the medium of Ra, 
RI, Ru, Ga, Gl, Gu, Ge, show that there 
were 12 svaras. A particular custom was 
created to name one svara by different 
names. The indication is also available 
through the expression of svaras, that the 
saptaka (heptad) was like 'Mukhari mela'. 
After this, during Muslim era, this sahgita, 
consisting of Tamilian specialities became 
known as Karnataka-saiiglta and mixing 
of 'Mukam' etc. which are like Muslim- 
ragas, started to take place and 'mela' was 
created [in 14th century]. South Indian 
'Andhra-sahglta' had embraced Hindu- 
sthani or North Indian music more 
intensely, hence it was considered as a 
separate style from 'Karnataka-paddhati 
at the beginning; but now, during modern 
days, it is also considered as Karnataka- 
sahgita. [See : Karnataka-sahgita, Desitala, 
Mela] 

Sahgita (Hindusthan!) (^fa-fe-^IHl)— It 
is the other name of North Indian music. 



There was nothing called 'Hindusthani- 
sahgita' in the ancient days. During 
Muslim era [due to the influence of the 
Muslim-musicians] some changes came 
about in North Indian music and since 
then its name became " Hindusthani- 
sahglta". 

The changes that came about at the 
beginning, were — introduction of raga- 
ragini, introduction of thata on instru- 
ments such as vina etc., inception of new 
ragas, creation of new talas, changing 
forms of old ragas, application of prakrta 
(suddha=natural) and vikrta (flat or 
sharp) forms of svaras in the same 
murcchana. But no changes occured from 
the point of view of using 22 Srutis, 
infusion of alapa etc., nature of prabandha 
etc.. During the later period, name of the 
srutis got altered; sahcara (movement) 
and dhatu (stanza) assumed other names; 
the ancient Prabandhas got absorbed 
within the names of Dhrupada, Dhamar, 
Chanda, etc.. The old Prabandhas, such as 
Caturahga, Tarana, Trivat etc., revealed 
themselves in a new manner and on the 
other side musical styles (gita-ritis) such 
as Khayal, Tappa, Thumari etc., emerged 
with new specialities. Tala became matra 
oriented, losing its ancient laghu-guru 
divisions. It means, a rule got formulated 
to exhibit each matra according to the rule 
of tala-jati, and eagerness to follow the 
chanda (rhythm) of the lyric emerged. 
Although not much change was observed 
in the method of playing on insturments, 
tanpura was substituted in place of an 
instrument called 'Dandl' and instruments 
such as rabab, sitar, bin etc., pakhavaj, 
tabla etc. became prevalent. With that, 
some new techniques of playing were 
added and many musicological termi- 
nologies divised by Muslim musicians, 
were accepted. 

Most mentionable change came in the 
sphere of svara-saptaka (heptad). 'Bela- 
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vala' saptaka was introduced in place of 
ancient Suddha-saptaka, which was 
similar to 'Saindhavi' or 'Kafi' raga or 'Sri- 
raga' or 'Haripriya' of Karnataka system. 
[Harapriya according to the pronunciation 
of Karnataka system] 

In the modern era, specialities of Hindus- 
tani Sahglta mean — introduction of thata 
system, creation of ragas following mela 
system, creation of new type of instru- 
ments and art of playing instruments. 

Sahgita o nada (Wlfo sf[ ^) — Any sound 
is called musical sound (nada) if it consists 
of svaras that are useful for music. The 
charateristics of musical sound are — 

1 . It will have definite frequency or if there 
are different frequencies in it, only one 
frequency will be experienced as domi- 
nant. 

2. Its vibration period will remain 
unchanged. 

3. Vibration will be regular. 

4. There should be dispersion in vibration. 

5. It will be pleasing and sweet. 

6. It will have timber. 

Sahglta O Sruti (wfa 3f| ajfir)— There is no 
unanimity regarding the places of the 
ancient srutis. Some say that the srutis are 
at equal intervals, some say they are at 
unequal interval?; while some give their 
opinion of accepting 9 srutis of equal 
interval between 'S-M' and 'P-S', while 
maintaining S, M and P static; others are 
in favour of placing a sruti on each 
division by maintaining S and M or S and 
P static and having 9 equal divisions on 
one side and 13 on the other. 

According to the present author, number of 
srutis have originated from very rough 
estimates of mathematics, hence their 
places can be fixed in different ways. It is 
not understood how the places were 
ascertained during ancient era. During 
modern era effort is made to fix the places 
according to the rules of Svara-sarhvada 
(consonance of notes). At present, research 



is going on about sruti, through the help 
of 'cents' and 'savarts' in mathematical 
system. 

Account is available of 12 equal srutis 
(microtones) or 24 Srutis or 'Alaku' in 
ancient Karnataka (system); 17 equal 
Srutis in ancient Arabia; and 24 Srutis or 
microtones in ancient Greece. 

Sahglta O Svara (Tmta 3Tt — Expression 
of the sound which is not too loud, not 
too low, and consisting of some specific 
qualities, produced by simple, natural 
voice without creating any pressure, is the 
sound or musical sound and when other 
sounds are associated with it by specific 
rules, it is called Sahgitika-svara (musical 
note). In instrument this first note is 
produced by 'vitati' or pulling, and its 
place is determined by following vocal 
sound or voice. This first svara (note) has 
assumed differnt names. It is called 'Sadja' 
or 'Gramika' or 'Gramani' svara in India. 
Its common name in the West is 'Key-tone' 
or 'Tonic-note'. 

Number of Sahgftika-svara is different in 
different countries. Number of svaras in 
India from ancient period has been taken 
as seven and other vikrta svaras have been 
accepted as another form these 7 svaras. 
In fact, the number of svaras applied are 
many more. 

Svaras are used with names and without 
names. Nameless svaras are called 'tones' 
or 1st svara, 2nd svara etc. and the named 
svaras are called 'notes' or $adja (S), 
Rsabha (Ri), etc.. It is the normal custom 
to introduce Svaras, giving them seven 
names. [See : Svara] Due to difference in 
voice or in instruments Sadja or Khadaj 
or 'S' can never be constant ('Dhruvaka'). 
Voices of male, female and boys and 
sounds of vina, barhsi etc. do not express 
the same 'S' in the natural process of 
'vitati'. For the convenience of music, 
many new ways have been adopted in 
different countries to give 'S' a definite 
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form or nature. The rule in ancient India 
was to designate 'S' to the sound which 
emanated from a bamsi of a specific 
measurement [bamsi, named 'Vasu']. 
The qualities of the sahgltik dhvani (musical 
sound) are : — 

1 . Tiksnata (Pitch) — It is dependant on the 
frequency. Because of this, some svaras 
seem to be high, some svaras seem to 
be low. 

2. Tivrata (intensity) — It is dependant on 
the volume of the sound vibration. 
Because of this, loudness of sound, i.e. 
some sound seem loud or soft. 

3. Upasvanata (Timbre) — Due to differ- 
ence in receptacles, difference in over- 
tones or diversity in utterances takes 
place, and the novelty that ensues in 
sound vibration i.e. timbre, depends on 
that. Due to timbre, transformation of 
the nature of the svaras takes place; 
some become delicate, some coarse and 
some full. Further more, it is under- 
stood from timbre, which sound is from 
voice, which sound is from violine, 
which is from bin or which is from 
bamsi. 

4. Upari-nada (resonance) — It is depen- 
dant on the receptacle (adhara). Reson- 
ance is created when natural frequency 
of adhara coincides with frequency of 
svara thus increasing the sound 
intensity. It also helps to find out the 
difference of intensities from one svara 
to another. 

5. Anusvana (overtone) Srsti — With the 
utterance of a svara, multiples of it 
(harmonics) start vibrating simul- 
taneously very subtly along with the 
main svara. Those subtle svaras are 
called anusvara or sahanada (overtone, 
partial, harmonic). A svara consisting 
of the same frequency exhibits different 
character or colour due to presence of 
the overtones. [See : Sahanada] 

6. Anudhvana or Sanubhuta Kampana 



Srsti — With the utterance of a svara, 
another svara having the same 
frequency responds to the sound 
immediately. 

7. Spandaka (Beats) Srsti — When two 
svaras of slightly different frequencies 
are sounded together, a vibration 
indicating the discord with varying 
intensities is felt. This vibration is called 
'Sahkampa' or 'Spandaka'. Spandaka 
may be one or more than one. 

8. Sthitikala (duration) — Whenever a 
svara is sounded it lasts for some time. 

9. Paryayatva — Musical notes are arran- 
ged in a successive order and a specific 
ratio among them is observed. 

Sangltajrta (TT^far?) — One who knows 
music well. This has three classes, e.g. — 

1 . Sanglta Sastrajna — One who is a pundit 
(expert) in the subject of demonstration 
and theory of music. Learned in music. 

2. Sangita-nayaka — One who is expert in 
demonstration and application of 
music. 

3. Sangita-silpi — One who is expert in 
practical music. 

Though sahgita means 'tauryatrika' 
[combination of three — Gita, Vadya, 
Nartana], the custom prevalent is to give 
introduction of the learned and the 
talented in the sphere of gita. Accordingly, 
though 'Sahgitajha' means Kalabid 
(artiste), generally it means 'gitajna (expert 
in gita). [See : Kalabid] 

During medieval era and later period, 
gitajna meant six classes considered to be 
belonging to the aforesaid three classes, 
e.g.— 

1. Pundit — Learned in music. 

2. Nayaka — One who is a teacher of music 
and expert in demonstration and 
application. 

3. Gandharva — Learned in 'Marga' and 
'DesT music. [See : Marga, Desi] 

4. Gunl — Expert in Desl-sariglta and 
adept, though untrained. 
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5. Kalavant — Expert in Dhrupada-gana. 

6. Kavval, Dhadl — Expert in Khayal or 
Khayal type of gana (songs) [See : 
Dhadl, Gayaka] 

Sancamukhi-sararh (waiydl -mt)— Name 
of a particular raga. 

Sancara 1 (TO 1 )— Different Khandas 
(parts) depicting alapa of raga, which are 
observed in 'rupa-alapa' and 'thai-alapa'. 
Modern name of 'Svasthana', the 
particular portion of 'alapti' [ancient 
alapa], performed before ancient 
Prabandha' gana. [See : Alapti, Alapa]. 
Four sancaras (movement) are applied in 
modern 'thai' alapa, — 

1. First sancara (movement) or 'aocara' — 
It frequents up to fourth svara in 
ascending order after making orderly 
arrangement of other svaras with the 
vadl svara (sonant). 

2. Second sancara (movement) — It adorns 
the vadl (sonant) svara and the image 
of the raga by frequenting upto the 
sarhvadi svara (consonant) of the raga. 

3. Third sancara (movement) — It 
frequents the notes of the raga upto 
tara-sadja (Tara-S, higher octave-S). 

4. Fourth sancara (movement) — It 
accomplishes beauty in raga by frequ- 
enting svaras of the raga belonging to 
tara-sthana (higher octave) upto three 
to four svaras. Every sancara 
(movement) finishes (nyasa) on 'S'. 

Sancara 2 (WR 2 ) — Vistara, expressing the 
image of a portion of gita-bandha (modern 
name of ancient prabandha) of Karnataka 
system. The sancara may be simple or 
complicated. [See : Gltabandha] 

Sancarl-alahkara (WTTt ^d+K) — [See : 
Alahkara]. 

Sancari-tana (WRVTrR) — The svara 
arrangements of different pattern, which 
used to be applied in Khandas (parts) in 
raga alapa or expression of the image of 
the raga, used to be called tana in medieval 



period. The names of these parts were 
udgraha, sthayi, sancari and muktayi, 
respectively. 

1. Tanas were applied expressing raga- 
murcchana (ascendance-descendance) 
in udgraha stanza. 

2. Tanas were applied centering on one 
svara at a time, in successive inverted 
order, without accepting rules of 
murcchana in sthayi, the first stanza. 

3. Tanas were applied in sancari, the third 
stanza, mixing ascendance and 
descendance, adhering to rules of 
sthayi. 

4. Tanas which were mainly on descen- 
ding order and abundant in apanyasa 
[See : Apanyasa], were used. In this 
tana, words such as 'Tana nata, nata, 
tenna' etc. were used. [See : Sthaya- 
karma sahayogi] 

Sancari-tuk (W^ ^) — [See : Tuk]. 

Sancari-varna (««i<1 ^f) — [See : Varna]. 

Sa-jatlyarhsa C*T-*iiflW*i) — Acceptance of 
avayava (part expressing characteristics of 
raga) [See : Avayava] of ragas of the same 
class, i.e., belonging to the same family of 
ragas. 

Satta-tana (^I-cTPT) — Sapat tana. [See : 
Tana] 

Satar (W!R) — Another pronunciation of 
Sitar. 

SatarkhanI (WITWft) — Name of a 

particular tala. 
Sadananda (*wi*0 — Name of a particular 

alahkara. [See : Saptalahkara] 
Sadrsa-svana WT) — [See : Visadrsa 

svana]. 

Sadrsarhsa (W<^H>Q— [See Arhsa-sthaya]. 

Sana! (TR^ ) — £ahnai, Sanai. [See : Vadya] 

Sanam (WFl) — Name of a particular raga. 

Sanada — Partials. Faint, higher 

sounds, related with the harmonics, the 
fundamental being produced from an 
article that emanates sound. 
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Sanyog — Name of a particular raga. 
Santur — It is a £atatantri vina (vina, 

with 100 strings) of Kashmir. [See : Vadya] 
Sandarbha (^*f ) — Assemblage. Bringing 

together, e.g. — Svara Sandarbha, Matra- 

sandarbha, etc.. 
Sandasfa (^7^)— [See : GayanadosaJ. 
SandipanI ( «-<1mh1 )— The third Sruti 

(microtone) of Pahcama (P) svara. Its older 

name is 'Bala.' 
Sandhi ("?rf^T) — The general names for the 

change in words, conjunction and beauty 

in pronunciation during application of 

svaras in Vedic Samagana. Sandhi is of 

seven kinds, e.g. — 

1. Jatya; 2. Ksaipra; 3. Abhinihita; 4. Taira- 
vyahjana, 5. Tirovirama; 6. Praslista; 
7. Padavrtta. 

Sandhi-prakaga (Tll^T'Sra^ro) — Those ragas 
which are appropriate for songs to be sung 
during dawn and dusk. Ragas consisting 
of Komala-rsabha (and S\iddha-gadhara). 
Ragas belonging to Bhairava, Marva and 
Purvl thatas. Though Sandhi' means a few 
indefinite moments, in this context it 
means the first part of 1st prahara of day 
or night [i.e. approximately 1VS hrs]. The 
meaning of last part of the last prahara of 
the day and night may also be conveyed 
by the word 'Sandhi-prakasa'. 

Sandhi-pracchadan (^tf^T y*si<;i) — [See : 
Alahkara]. 

Sandhi raga (^*% TR) — Sarhklrna type of 
ragas. 

Sannivrtta ( -hP- — [See : Alahkara]. 

Sannyasa, Sarhnyasa #3ra)— The 
svara which is not a vivadl svara 
(dissonant) and with which the first vidari 
of raga is completed. The svara with which 
the first avayava of a Gltakhanda is 
completed. [See : Vidari, Vivadl, Khanda 
and Avayava] 

Sapata (WE)— [See : Tana] 



Sapta-rsi (fRR«f^) — Seven type of laya 
(tempo). 

Saptaka (U^*) — (Heptad). Assemblage or 
collection of the seven successive names 
of the svaras. That, which has specific 
interval present between svaras according 
to the arrangement prevalent in the era. 
Those svaras with definite relationship, 
are called 'Suddha svara's. Therefore, the 
grouping of seven svara-names means 
collection of seven suddha svaras, 
although presence of many more types of 
svaras is possible in a saptaka. [See : Svara- 
nama] 

Ancient Indian Saptaka (heptad) was used 
in accordance with interval of £ruti 
(microtone). In other countries svarantara 
(whole tone, half tone, semi tone interval) 
is used. [See : Antara 3] In the modern era 
Saptaka of North India is similar to 
'Belavala' and Karnataka saptaka is like 
Kanakamvarl' mela. In ancient days 
Indian Saptaka was partly like the svaras 
of KafI raga [or Saindhavl, Harapriya]. 
[See : Sopanaka] 

Saptama-murcchana (TRm-ij^n)— The 
murcchanas in which 'S' of Sadja grama 
and 'M' of Madhyama grama are the 
seventh svara in ascendance. Murcchanas 
such as Rsabha (Ri) etc. of Sadja grama 
and Pahcama (P) etc. of Madhyama 
grama. [See : Murcchana, Grama] 

Saptarahg (TRTCjf ) — Haptarahg. It is a type 
of style of song in which there are seven 
'tuks' (stanzas) and raga and tala of each 
tuk are different. On the other side, first 
tuk consists of language with the word 
'saptarahg' in it. Second tuk consists of 
Sargam (notes), third tuk consists of 
meaningless language (syllables) of tarana 
gita, fourth tuk consists of syllables of 
vadya and the other three tuks consist of 
different languages in praise or auspi- 
ciousness, or syllables of wind instrument, 
idiophone instrument and dance. 
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Saptarsi (^vnfq) — Name of a particular tala. 

Sapta-sarab (ywKiq) — Jal-tararig instru- 
ment. [See : Vadya] 

Sapta-svara (<hki*ck) — The seven svaras of 
the saptaka (heptad) used in gita, the 
names of which are — Sadja, Rsabha, 
Gandhara, Madhyama, Pancama, 
Dhaivata and Nisada. The prevalent 
pronunciation of these during application 
are — Khadaj (Sadja), Rikhabh (Rekhab, 
Rsabha), Gandhara, Madhyama, 
Pancama, Dhaivata and Nikhada 
(Nisada), successively. 

The short pronunciation of these are, — Sa, 
Ri (Re), Ga, Ma, Pa, Dha, Ni. 

The short forms in their writing, are — S, Ri, 
G, M, P, D, Ni. 

Sapta-svara (^kiwi) — A particular type of 
vina. 

Saptalankara (^kiici^k) — (a) Seven extra 
alahkaras (ornamentations) described in 
the book 'Sarigita-ratnakara', e.g. — 
1. Tara-mandra-prasanna; 2. Mandra- 

tara-prasanna; 3. Avartaka; 4. Sampra- 

dana; 5. Vidhuta; 6. Upalolaka; and 

7. Ullasita. [See : Alahkara] 
(b) Seven alahkaras consisting of Chanda 

(rhythm), described in the book 

'Sahgita-parijata, e.g. — 

1. Indranila; 2. Mahavajra; 3. Nirdosa; 

4. SIra; 5. Kokila; 6. Avartaka; and 

7. Sadananda. [See : Chandovaddha- 

alahkara] 

Mention of 'Pahcalahkara', (Pahca=5 
alahkaras), Astalahkara (Asta=8 alah- 
karas), 'CaturdaSalahkara (Caturda£a= 14 
alahkaras), and Astadasalahkara 
(Astadasa=18 alahkaras) are available 
apart from 'Saptalankara'. [See : 
Pahcalahkara, Chandobaddha-alahkara] . 

Following is the Caturdasalahkara 
described in the book 'Sahgitasara' — 
1. Eka-svara (one svara) : (a) Saral 

(simple)— S Ri G M P D Ni 6 
(b) Yamala (double svaras) — SS RiRi GG 
MM PP DD NiNi & 



(c) Pluta— SSS RiRiRi GGG etc. 

(d) Cat ura— SSSS RiRiRiRi GGGG etc. 

2. Dvi-Svara (two svaras)— SRi SRi RiG RiG 

GMGM etc. 

3. Tri-Svara (three svaras)— SRiG SRiG 
RiGM RiGM, GMP GMP etc. 

4. Catuhsvara (four svaras) — SRiGM 
SRiGM RiGMP RiGMP etc. 

5. Srnkhali (chain like)— SRi, RiG, GM, MP, 

PD, DNi, NiS. 

6. Nagapasa (snake like)— SRiGM GRi 
SRiGM, RiGMP MG RiGMP etc. 

7. Mangala — SRiGM GRi SRiGMGM, 
RGMP MG RIGMPMP etc. 

8. Yati-mangala—SS Ri SRiGM, RiRi G 
RiGMP, etc. 

9. Nandana — SRiGM SRi SRiGM, RiGMP 
RiG RiGMP etc. 

10. Sundara— SRiSRi SRiG, RiGRiG RiGM, 
etc. 

or SRiSRi GMP, RiGRiG MPD etc. 

11. Kanda— SSRiGM, RiRiGMP etc. 

12. Sarabha — SRiGMPDNiS, RiGMPDNiS, 
GMPDNiS etc. 

or SRiGMPDNiS" S SNiDPMGRiS. 

13. Kutila — SSRiG SRiG SRiRi, RiRiGM 
RiGM RiGG etc. 

14. Udbhata- SRiGG, RiGMM etc. 

Astadasalahkara described in the book 

'Sahgitopanisatsaroddhara' is as follows — 

1. Prasanna—S Ri G M P D Ni 6. 

2. Paravrtta—S Ni D P M G Ri S. 

3. Nivrtta — SRi SRiG SRiGM etc. 

4. Parivartaka— NiS\ NiDS, NiDP£ etc. 

5. Aksipta— RiS, GRiS, MGRiS etc. 

6. Sampradana— SNi, $NiD, SNiDP 

etc. 

7. Udvaha — RiS, GRi, MG, etc. 

8. Upalolaka — NiS\ DNi, PD etc. 

9. Kramaka— SRi, RiG, GM etc. 

10. Bahumana— SNi, ND, DP etc. 

11. Ghataka— SG, RiM, GP etc. 

12. Malina— $D, NiP, DM etc. 

13. Huriikara — SRiGM, MGRiS, SNiDP 
PDNiS. 

14. Udyota — SS, RiNi, GD, MP, PM, DG, 
NiRi, SS. 
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15. Vidyota— SMPS, SRiG, DNiS, SNiD, 
GRiS, SPMS. 

16. Suvahu — SRiS, SGS, SMNiS, SDPS. 

17. Praudha — MPGD,RiNi££, SSNiRi, 
DGMP. 

18. Samm wWia— SGPNiS, SRiMDis, SP, 
RiD, GNi etc. 

or SRiGRiS, GMPMG etc. 

Savari 1 (~m\ft 1 )— Tantrasana. (Bridge). 
The 2" to 3" long and 1" to VA" broad plate, 
made of metal, wood, horn, bone etc. on 
which strings are placed, and situated a 
few inches away from the tail-piece of 
instruments like vina, etc. [Saoyari]. 
Another type of savari is named 'ghorri' 
which is made of a thin piece and is fixed 
upright on esraj, sarahgi, violin type of 
instruments. 

Savari 2 (TRRt 2) — Name of a particular 
tala. Many varieties of this tala are 
observed, e.g. — Pancama-savari, Catur- 
tha- savari, Tritiya or Taseke-savari, Kurk- 
ke-savari, Jenanl-savarl, Basari-savari, 
Athamahjari-savari, etc.. 

Saval-javab (^M-'3raR) — (Question and 
answer) — Capan-Utor. It is called 'Saval- 
javab' in modern Hindustham Sahglta, 
when during performance of fast gat in 
Sitar or Sarod, the fast movement of a 
cluster of svaras exhibited in the last 
portion of 'jhala' a particular fast playing 
with cikari string, is matched by 
accompanying tabla player with chanda- 
kriya (playing with rhythmic syllables). 
[See : Javab] 

Sabhya-yantra (TTWT-TRf)— The Yantras 
(musical instruments) which are played 
in durbars or 'music conferences'. Yantra' 
generally means a musical instrument. 
Instruments are divided into six 
categories, e.g. — 

1. Sabhya-yantra— V ma, Rabab, Barhsi, 
Mrdahga, Tabla, Duff, Mandira, etc., 
which are played in assemblies, music 
conferences etc. This is of two kinds, 
e.g.— 



(i) Svayamsiddha — meaning, solo 
instruments, such as -Vina. 

(ii) Anugatasiddha — (dependant) — i.e. 
musical instruments that accompany 
or follows e.g. — Tanpura, Mrdahga. 

2. Mangalya-yanlra — Musical instru- 
ments like fjahkha, Ghanta, Kasar, 
£ahnai, Dhol, Khordak etc., which are 
used during festivals, worship etc.. 

3. Gramya-yantra — Musical instruments 
like Ektara, Sarinda, Gopi-yantra, 
Anandalahari, Dotara, Mardala, Khol, 
Khahjani, Dholak, etc. which are used 
in rural gita etc. 

4. Ghosa-yantra — Musical instruments like 
Bheri, Damama, etc. which are used for 
proclamation purposes. 

5. Ratm-yantra — Musical instruments like 
Jayadhakka, Dagada, Dundubhi, 
Ranasrhga, Gomukha etc. which are 
used for battle purposes. 

6. Saoyart-yantra — Musical instrument 
like Rausan-caukI, Algoza, Dahka etc. 
which were used during the king's 
journey abroad. 

7. Bahirdvarik-yantra — Musical instru- 
ments like Nahabat, Dhak, Tai etc. 
which are used during procession, 
Nagar-kirtana etc. [See : Vadya] 

Sama 1 CfTR 1) — A particular type of 
alahkara (ornamentation). [See : Alahkara] 
A particular type of quality in gita (song). 
[See : Gita-guna] 

Sama 2 , Sam (Wt 2 W{) — The division or 
matra of tala on which the most forceful 
stroke is applied. The commencing stroke 
of a tala. The beat with which the 
combined proceeding of gita and vadya 
starts and ends together. It is a variety in 
value, in which tala of glta-vadya and 
hand and foot movements of the singer 
coincide together in the same manner, at 
the same time. It is the place, which is 
marked as distinctive in the natural 
movement of rhythm of gita and 'gat'. It 
is the specific distinctive place, where the 
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much forceful stroke is applied or it is the 
stroke at the commencement or it is that 
which indicates unusualness of tala- 
vadya. 

Sam-ki-tin (T^-fc-ffR) — A particular type 
of layakari (different patterns of tempo) 
in which the same chanda (rhythm) goes 
round three times and ends on sama. 

Sama-gati (WTfa)— [See : Gati] 

Sama-graha ( whus) — Commencing toge- 
ther and maintaining similarity till the 
end in the performance of song and tala- 
vadya. [See : Tala or Prana] 

SamapadI ( WT^t) — The tala, in which the 
aggregate of matras in divisions of tala, is 
the same. [See : Tala] In another opinion, 
the tala, whose number of divisions 
becomes even when divided by two. 
[According to this opinion the names of 
the talas are 'Asamapadi' where the 
number of tala-divisions are divisible by 
three and the names of talas are 
'Visamapadl' which consist of divisions 
which are not divisible by two or three. 

Sama pani (WTtPt)— Sama-graha. [See : 
Sama-graha] 

Sama-prakrtika raga ( T-R-yi<j>fa* TFT ) — The 
ragas which consist of similarities in many 
ways in the sphere of thata, murcchana, 
etc. 

Sama-visama, sambesam (TTR-f^R, 
— Th e composition skill by which 
once sama and once fak come at the same 
place (of the composition) while repeating 
the dhatu or tuk, the lyrical stanza of the 
song. [See : Tuk, Sam Fak] 

Sama-matrika ( wnfinF)— Tala constructed 
with divisions, consisting of equal number 
of matras (beats). Divisions of talas 
consisting of equal number of matras. 
[See : Tala] 

Sama-raga (T-PRTPT) — The raga, whose 
ascending and descending orders are 
made up of same svaras. 



Sama-svara (T-PTF^T) — Svara which is 
devoid of contrast created by 'alpatva- 
bahutva'. [See : Alpatva, Bahutva] 

Samata (T-FRTT) — Similarity. Similarity of 
ragas in laksanas etc. (characteristics). 
Similarity in arrangements of matras 
(beats) in song and tala. 

Samaya — Time of prahara or period 
of seasons for presenting ragas. According 
to ancient opinion, the ragas were pre- 
sented according to season as follows — 

1. In Grisma-rtu (summer season) — 
DIpaka raga. 

2. In Varsa-rtu (rainy season) — Megha. 

3. In Sarat-rtu (autumn season) — 
Bhairava. 

4. In Hemant-rtu (dewy cold season) — 
Malava-kaisika. 

5. In &Ita-rtu (winter season) — 6riraga. 

6. In Basant-rtu (spring season) — 
Hindola. 

Apart from this, other types of opinions 
were also prevalent. Other ragas did not 
have specific time according to season but 
the ragas which were accepted as asrita- 
ragas, [See : Asraya raga] could adhere 
to the time of the principal ragas. 

[Those who accepted 'Pancama' and 'Natta- 
narayana' as principal ragas in place of 
"1. Dipaka and 4. Malava-kaisika", had 
directed to sing "3. Bhairava raga" in 
summer season, "Pancama raga" in 
autumn season and "Natta-narayana" 
raga in dewy-cold season]. 

In modern times the prevalent rule is to sing 
'Sararh" type of ragas in summer, 
"Mallara" type of ragas in rainy season 
and "Basant" or "Bahar" type of ragas in 
spring season. 

Many differences of opinion are observed 
in ancient books regarding the system of 
presenting prahara-based ragas. [See : 
Raga-bela] [Prahara is three hourly 
division of day and night] 

Sama-yati («HNpn) — [See : Yati]. 
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Samidahvaya [See : Tana]. 

Samira (wfa.) — Name of a particular tala. 

Samuccheya — Variety in gana due 

to different application, example of which 
is available in distortion of varnas (letters) 
or application of opposite varnas in Vedic 
Samagana. 

Sampurana (Tr ct JT 1I T) — Distorted pronun- 
ciation of the word 'Sampurna'. 

SampuranI ( <H«j<, u il ) — Name of a particular 
raga. 

Sampurna (^T^f )— 'Jati', Tana', 'Mur- 
cchana', and 'Raga', consisting of seven 
svaras. [See : respective terms] 

Sampurna-Auduva (-Sadava, -Sampurna) 
(^jpf-afrs^, -^T^, -"?P3jn?)— [See : Raga- 
jati] 

Sampradana (TFSRPT) — [See : Alahkara] 
Sambhavita (T3»nfa<T0— A particular type 
of giti of ancient Jati-gana, in which words 
of language were less, compared to svaras. 
[See : Giti] 

Sambharf (TWRt)— Name of a particular 
raga. 

Sarkar (TIT^iTT) — The Kavi (poet) of the 
Kavigana group. One who composes the 
lyric of the Kavigana. The principle singer 
of the group of 'Mahgala-gita'. [See : 
Kavigana, Mahgala-gita] 

Sargam (^T^J)— The gita which is 
presented in its own style. However, in 
modern era it is presented in the style of 
Dhrupada or Khayal. Application of the 
svaras of the 'Saptaka' according to their 
short names (in vocal practice, in tana, in 
vistara and in gana). The gita which is 
composed with the svara-names — 
SRiGM' and bound in tala and presented 
in 'Dhrupada' or 'Khayal' style. Name of 
a particular 'gita-riti'. A particular ancient 
Prabandha-glta, named — 'Svara-malika', 
'Svaravarta'. [See : Gita-riti] 

Sarparda, Sarfada (W^l, TTC^T)— Name of 
a particular raga. 



Sarabha ("?RH)— [See : Saptalankara] 
Saras-sarahga ( TTTSr-TTTTjf ) — Name of a 

particular raga. 
Sarasa 1 (WW 1) — Name of a particular 

sruti (microtone). 
Sarasa 2 2) — Varieties of Sahklrna 

raga, which has two classes, named — 

'Laghu-sarasa' and 'Guru-sarasa'. 
Sarasl-mallara (TTCHl hctik) — Name of a 

particular raga. 
Sarasvati 1 ( tHWcfl 1 )— (Neck-bridge). 'Ati' 

and Tardan' [of instruments such as vma 

etc.]. Adi'. 

Sarasvati 2 (TRTgcft 2)— Name of a 
particular raga. Name of a particular tala. 

Sarasvati-yukta raga-nama ( mwal 
TFRTR) — Name of ragas with prefix 
Sarasvati — Sarasvati-kalyana, Sarasvatl- 
kanara, Sarasvati-bhairava, etc.. 

Sarok ('^Tft^) — A particular type of tana. 
[See : Tana] 

Sarpa (T^) — A particular type of tana. [See : 
Tana] 

Sarpanamayana (^"MH^-H) — A type of 
Sadava suddhatana (hexatonic svara 
pattern). [See : Tana] 

SarpinI C^rf^'^ft) — A particular hand 
movement of tala. [See : Tala o prana, 
Kriyastaka] 

Sarvatobhadra (Tf^his;) — A type of Sadava 
suddhatana (hexatonic svara arrange- 
ment) [See : Tana] 

Sarva Vadya («4qia) — After completing 
the elaborate ritual of worship of a Hindu 
deity with sixteen different items in which 
a different type of instrument was played 
during each item of the worship, all the 
instruments had to be played together. 
This was called Sarvavadya'. Sarvavadya 
is still in vogue in South India. (Sarva, 
meaning all, and vadya, meaning 
instruments). 

Sarva vadyamayl (^4qian41) — In place of 
Sarvavadya, the Ghanta (a type of bell) 



Sanglti tabda Kosa 



285 



that is played in modern era. [See : 
Sarvavadya] 

Sarvasva daksina ( ■Hcta-^nT) — A type of 
Sadava suddha tana (hexatonic srava 
arrangement). [See : Tana] 

Salami, Selami (Ueiwl, ^BTnt)— (Salu- 
tation). Other name is Namaskari. Other 
name is Puspanjali. The starting perfor- 
mance of a solo membranophone 
instrument. The starting performance of 
dance. 

Salali, Salall (WT#T, ^?n#)— There used 
to be three 3 rutis (microtone) between two 
consecutive svaras when the 'Saptaka' 
(heptad) used to be divided into 17 Srutis 
according to Arabic system. The lowest, 
i.e. the first Sruti of these three Gratis used 
to be called 'Salall'. [The middle or second 
6ruti used to be called 'Basti' and the 
highest or third Sruti used to be called 
'Ali'.]. In modern times in India, the lowest 
or the first Sruti of a svara consisting of 
four Srutis, is called 'Sakari' among the 
'us tad' community. There may be some 
connection between 'Salali' and 'Sakari'. 
[See : Sakari] 

Sahanada (*)6-ll<0 — 'Upasvana' (overtones). 
Sahanada is a multiple of fundamental 
tone. It may be a consonant tone i.e. 
Sarhvadi or Anuvadi svara [See : 
Anuvadi] or Upasvana (dissonant) i.e. 
VivadI svara. 

Sahana, Sahana wieii) — Name of a 

particular raga. It may be surmised that 
this name has originated from 'Suhavana' 
or 'Sobhana. 

Sahayaka nada (^pn*-^) — Sahanada. 
(overtones). Hindi terminology of the 
word 'Upasvana'. In English it is called 
overtone. [See : Sahanada] 

Saheliya ('HtfcT^T) — The gita or Hindi song 
based on the subject of love and sepa- 
ration, sung while addressing 'Sakhi', the 
female friend. It is a song of rejoicing, sung 
during marriage etc.. 'Sohela. [Saheli = 



Sakhi (female friend).The Haola' gita of 
Chittagong (Chattagram) region, is similar 
to Saheliya-glta. The word 'Haola', (very 
possibly has originated from the word 
'Sohela'.] 

Sarhklrtan [See : Sahklrtana, 

Nama-klrtana]. 

Sarhgrama-pataha (mim — The mem- 
branophone instrument named 'Rana- 
turya'. Bhayadindim'. [See : Vadya]. 

Sarhvada (TfaTO — The relation between 
Vadi and Sarhvadi Svaras i.e the sonant 
and the consonant. The state or relation- 
ship of 'Sadja-Madhyama'; (S-M) and 
Sadja-Pancama (S-P). It is the Indian 
synonym of the English word 'harmony'. 

Sarhvadi (TP?RT) — The svara consisting of 
same number of Surits (microtones) 
(under the Svara grama or scale) situated 
at an interval of 9th or 13th $ruti from the 
Vadi svara (sonant). In the ancient era, the 
sarhvadi svara (consonant) had to be of 
the same number of srutis as the vadi 
svara (sonant). Otherwise, even if the 
svara was situated at an interval of 9 or 
13 srutis (from vadi svara), it was not 
called Sarhvadi svara'. During later 
period, two svaras situated at an interval 
of 9th or 13th srutis, under the same 
svaragrama (scale), were mutually 
considered as 'sarhvadi'. The two svaras 
with the state of 'Sadja-Madhyama' (S-M) 
and 'Sadja-Pancama' (S-P) are sarhvadi 
(consonant) to each other. The svara, 
situated at a distance of 9 or 13 Srutis from 
'Vadl-svara'. If vadl-svara is the king, it is 
the svara which is like the minister. The 
svara that can be used in place of vadi 
svara (sonant). In modern era, the custom 
to accept the 4th or 5th svara from vadi 
(sonant) as samvadl svara (consonant) has 
become prevalent. [See : Sarhvada] 

Sarhgoya-alankara (^T%T31er|?R) — Playing 
together of two or more svaras, not 
opposed to one another, with which, 
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production of a mixed pleasant tune is 
possible. 

Sarhsthakhya ('ST?*!^) — It is a particular 
type of Sadava suddha (hexatonic svara 
arrangement) tana. [See : Tana] 

Sarhsthana ( ^fWPT ) — Thata or Thata. 
Mukam. Positioning of specific svaras by 
their placement on the danda (finger- 
board) of ancient Indian vina. 

Samsthiti (TfftqfcT)— [See : Sarhsthana] 

Sa (Ttl) — 'S'. Short pronunciation of Sadja- 
svara. The first svara of modern svara- 
grama. The key-note. 

Sound post («i<s«s hIm) — A particular piece 
of wood, placed erect inside the violin. 

Sound holes ( 3H*t)— Particular holes, 
to enable sound to flow out. Sound holes 
on tabll or the cover, over sound-box of 
instruments like violin, etc.. [Tabli] 

Saoni (witft) — Name of a particular raga. 
A particular type of folk song. 

Saoni-yukta raga-nama (TTTsM "J^T TFT- 
TW) — Name of ragas with prefix Saoni — 
Saonl-kalyana, Saoni-mallara, etc.. 

Saontl-mallara (ITTaTteft Mc-tHR) — Name of 
a particular raga. 

Sakari ( ^i*i<) ) — A corruption of the word 
'Sakari'. A name used by the community 
of Ustads for the first sruti (microtone) of 
a svara consisting of four srutis. Some 
opine that, Sakari was the corruption of 
the word 'Sahakari and the spelling of 
Sakari was written accordingly. [See : 
Sakari] 

This terminology may have also originated 
from the words 'Sakad', 'Sakud', 'Sikud' 
(which mean contracted, huddled i.e. 
restless and shivering while coiled up in 
cold.) 

Saksara-alapti (^TW 3nc#5T) — Alapa per- 
formed with meaningful words or pada 
(literary composition). [See : Alapa] 

Sagara (M) — Name of a particular raga. 



Saj — Saj is a Persian word which 
means musical instrument or vadya. 

Sajgiri («i*iPif<) — Name of a particular 
raga. 

Sajan (wi) — Name of a particular raga. 

Sade tin baja ( W%f^R ^T3TI ) — Because there 
is no scope to change the tune of an 
idiophone instrument, it is considered as 
an 'ardha-vadya' (half instrument) instead 
of a full fledged one. Therefore, string, 
membranophone, wind and idiophone 
instruments together have been desig- 
nated as 'Sade tin vadya' (three and a half) 
instead of 'Cari-vadya' (four instruments). 

Satti (^lf%) — Name of a particular tala. 

Sath 1 1 ) — Appropriate syllables for 
playing with the layakari (different 
patterns of tempo) of Dhrupada gana. 

Sath 2 (^TT«^ 2) — Accompanying instru- 
ments. 

Sathkarna, Sath sangat (^TT«^ ^TTT, ^T«^ 
— Playing bols (syllables) similar to 
the pattern of bol-banl (patterns with 
syllables) of gita or alapa or gat, on the 
membranophone instrument, while 
accompanying song or instrumental 
music. [See : Sangat, Bol-bani] 

Sadra ("HT^TT) — A particular style of giti 
(song) which is in between Dhrupada and 
Khayal, language of which is somewhat 
diluted and unpolished though based on 
the style of Dhrupada, and whose tala are 
Jhaptala, Rupaka etc., and 'visara' 
(expansion) of which has a mixture of 
vistara (expansion) style and fiqrabandi 
of Khayal and thata or upaja of Dhrupada 
gana. [See : Fiqrabandi Visara, Thata, 
Upaja] 

It is a particular type of chanda-giti 
(rhythmic song). Its proper pronunciation 
should be 'Sadhra' because it is the 
changed form of the word 'Sragdhara'. 
During later period, Sadra was born from 
Sadhra and its meaning also changed. 
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[Dhrupada or Khayal songs composed on 
Jhaptala or Riipaka tala are included 
under Dhrupada and Khayal songs 
respectively, — these have no special 
novelty in their language or style]. In 
medieval era, Sadra meant songs on the 
subjects of battles consisting of heroic 
sentiment. Later, Sadra became songs on 
the subjects of God or advice, in the 
regions of Mathura, Brindavana, etc. 
Sadharana («i«m»i) — Creating a new form 
by exchanging one's own characteristics, 
while maintaining one's own indivi- 
duality, between one principal substance 
and the other, a secondary one. The 
existence of both the substance can be felt 
in the newly created form. Sadharana is 
of three types, e.g. — 
L Kala-Sadharana; 2. Jati-Sadharana; and 

3. Svara-Sadharana. 
Among these three Sadharana, Kala- 
Sadharana has no direct connection 
with Sarigfta. 

1. Kala-sadharana ('^TcT-fnKnT 1I T) — The 
condition that occurs when at the end 
of winter season and before arrival of 
spring one feels cold in the shade but 
perspire in the sun. 

2. Jati-Sadharana (*rtfc[-mmw\) — When 
out of two jatis originating from the 
same grama (scale), one am£a svara of 
the main jati is present in the other jati, 
or there is harmony of varnas (sthayi, 
arohl, avrohi, sancari varna) the song 
or the raga that originates with the help 
of the arhsa svara (main, predominating 
note) or varna is called Jati-Sadharana. 
In this type of song or raga charac- 
teristics of both the jatis are present in 
a small measure. The other name of Jati- 
Sadharana is "Suddha-Grama-raga". 
[See : Grama, Amsa-svara, Jati, Varna, 
Grama-raga]. 

3. Svara-sadharana (T^R-'m^K^) — The 
state that occurs due to the exchange of 
their own Sruti numbers between two 



Svaras. Or, the state of harmony, due 
to the exchange of Srutis among svaras. 
'S' is the main svara in Sadja-grama; the 
svara 'Ni' can exchange Srutis with 'S' 
in two ways, e.g. — 

1. 'S' exists as 'Acyuta-S' by giving first 
two srutis out of its own four Srutis to 
former svara 'Ni', and 'Ni' svara 
consisting of 2 Srutis become known as 
'Kakall-Ni' of 4 Srutis by accepting the 
first two srutis of 'S'. Its name is 'Kakali- 
Sadharana'. 

2. 'S' becomes known as 'Cyuta-'S' 
consisting of two srutis by giving the 
first sruti to 'Ni' svara and the last one 
(Adhara sruti, the sruti on which the 
svara is established) to 'Ri'-svara, out 
of its own four srutis, and 'Ni' svara 
becomes known as 'Kaisika-Ni' 
consisting of three Srutis. 

At this state, 'Ri' svara consisting of 4 srutis 
stays as 'Vikrta-Ri'. This is called 'Sadja - 
Sadharana'. 

'M' is the main svara in Madhyama- 
grama. 'G' svara can exchange sruti with 
'M' in two ways in the above mentioned 
manner e.g. — 

1. The svara 'M' exists as Acyuta-M' by 
giving the first two srutis out of its four 
srutis to previous svara 'G' and the G' 
svara of two srutis by accepting the 
first two srutis of 'M', becomes 
considered as Antara-G' consisting of 
four srutis. Its name is 'Antara 
Sadharana. 

2. The svara 'M' gives its first sruti to 'G' 
svara and last one (Adhara Sruti the 
Sruti on which the svara is established) 
to 'P' svara of 3-srutis (of Madhyama 
grama), out of its four srutis and stays 
as 'Cyuta-M' of 2-srutis and famili- 
arise 'G' svara of 3-srutis as Sadharana- 
G' and 'P' svara of 4-srutis as 'Kaisika- 
'P'. This is called 'Madhyama- 
Sadharana'. [See : Cyuta-Sadja, Cyuta- 
Madhyama] 

'Sadja-sadharana' and Madhyama- 
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sadharana are called 'KaSika- 
sadharana'. 
It is observed thereafter that Svara- 
sadharana is of four types, e.g — 
1. Kakall-sadharana; 2. Antara-sadha- 
rana; 3. Sadja-sadharana; 4. Madhy- 
ama-sadharana. 
Sadharana-rsabha (TTTOTTT WW) — Tivra- 
rsabha (sharp-rsabha) or Rsabha of 
4-srutis mentioned in the book Sahglta- 
parijata', written by Pundit Ahobala. The 
svara situated on the 8th Sruti, out of 22 
Srutis. 

Sadharana-gandhara (UltlKuiTPTR) — [See : 
Above mentioned Madhyama- sadha- 
rana] Three-sruti Gandhara (G) svara 
situated on the first sruti [i.e. 10th sruti 
out of 22 numbers of Srutis] of Madhyama 
(M) svara out of the svaras of Sadja-grama, 
of the medieval period. 

Sadharana dhaivata (TTT*TTTT §3cT) — Tlvra- 
dhaivata (sharp dhaivata) or Dhaivata of 

4- srutis mentioned in the book 'Sahgita 
parijata', written by Pundit Ahobala. The 
svara situated on the 21st sruti out of 22 
number of Srutis. 

Sadharana madhyama (^TraTTT "RWR)— 
Madhyama (M) of Madhyama-grama 
consisting of 2 srutis. Madhyama or 'M' 
svara of that grama consists of 4 srutis 
under normal circumstances. But in this 
case, 'M' svara gives away its first sruti to 
'G' svara and the 4th Sruti to 'F svara, there 
by, 'M' exists as a svara consisting of 
2-srutis. 'Tivara-M' or 'M' consisting of 

5- Srutis mentioned in the book, 'Sahglta- 
parijata, written by Pundit Ahobala. 

Sadharana-sadja (fn«Tn^T — Cyuta 

Sadja. [See : Svara-sadharana] 
Sadharana-grama raga (Wlt)K' J l TTTT TFT) — 

Seven ancient ragas of Gandharva, 

structured by resorting to Sadharana giti. 

[See : GIta-riti] 
Sadharam giti ( yi*)k u fl "TtUt) — The giti of the 

ancient Gandharva era, which has the 



mixture of characteristics of Suddha, 
Bhina, Gaudi and Besara gitis. [See : Gita- 
riti] 

Sanai (TTFTT?) — Sahnai. [See : Vadya] 
Sanunasika (UllHlfy*)— [See : Gayana 
dosa] 

Santara (TTRR) — The murcchana which 

consists of ancient vikrta svara (altered 

svara) named 'Antara-gandhara'. [See : 

Murcchana] 
Santara-kakallka (TTRR +1*^+)— The 

murcchana consisting of two ancient 

svaras, named 'Antara-kakali'. [See : 

Murcchana] 
Savan (TTRR) — Name of a particular raga. 
Savant (TO[) — Name of a particular raga. 
Savitri (TTrfsr^t) — A particular type of 

Sadava suddha tana (hexatonic svara 

pattern). [See : Tala] 
Saveri (T-TT^TT) — Name of a particular raga. 
Sama 1 (TTTT 1 ) — Name of a particular raga. 
Sama 2 (TTR 2 ) — A particular volume of the 

Vedas, which is sung with Vedic svaras. 

'Sama-Sahgita'. 
It may be divided into two parts, e.g — 

1. Stotra portion or Arcika; 

2. Stobha portion or Staubhika. 

There are two subdivisions of 'Stotra' or 
'Arcika', e.g. — 

(a) Purvarcika and (b) Uttaracika. 

The way stotra was sung in the Staubhika 
portion, that form remained. [See : Stobha] 

Sama 3 (WT 3)— Vedic Samagana. [See : 
Samagana] 

Sama 4 (UTO 4) — Samagita was one of the 
14 types of Prakarana gita's of ancient 
Gandharva. [See : Prakarana-glti] 

Samaga (WTT) — Singer of Vedic Samagana. 
[See : Samagana] 

Samagana (TWTR) — In Vedic era, part of 
the readable padas of Rk-samhita and the 
entire Sama-sarhhita were gracefully 
narrated in tune, in many different manners. 
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Samagana means this narration and 
graceful application of svaras. 

At the beginning Samagana used to be 
narrated with three Vedic svaras, which 
according to their sthana (position) 
were — 1. Udatta; 2. Anudatta; 3. Svarita. 
Later, number of svaras increased. It is 
observed, that somewhere four, some- 
where five, and somewhere even six 
svaras were used. [See : Vaidika svara] 

There were three styles of singing of 
Samagana, e.g. — 

1. 'Purvarcika' , which was called 
Gramageya gana; 

2. 'Uttararcika', which had three forms, 
e.g.— 

(a) 'Aranyageya-gana'; (b) 'Uha-gana' 
and (c) 'Uhya-gana'. 

3. 'Stovagana', in which aksaras (letters) 
etc. were used to express symbols. 

By 6reni or classes of Samagana were 
meant — 

1. Gatha; 2. Stotriya; 3. Statriya; 4. Stoma; 
5. Stobha; 6. Bahirgana, etc.. 7. Pragatha 
of Rk may be included in Samagana. [At 
first Rk was read out like recitation in 
one svara and later, in two svaras.] 
[See : Ganal] Sometimes instrumental 
music, some times dance used to be 
added to Samagana. [See : Stotra] 
Samagane uccarana-bhahgi (wiH'iA a^K"! 
*T%) — Style of utterance in Samagana — 
1. Vinardi; 2. Anirukta; 3. Nirukta; 

4. Mrdu; 5. Slaksma; 6. Kraunca; 
7. Apadhvanta. [See : Vedic-Saptasvara] 

Samaganer guna (hh'ii-U ^T) — Qualities 

of Samagana — 1. Rakta; 2. Puma; 3. 

Alarikrta 4. Prasanna; 5. Vyakta; 6. 

Vikrusta; 7. 6laksna; 8. Sama; 9. Sukumara; 

10. Madhura; [See : Gita-guna] 
Samanta sararh (WRT wi) — Name of a 

particular raga. 
Samarika vadya ( ■hihR* ^ra) — [See : 

Vadya-Sreni] 
Samika (*hPh*) — A combination of three 



svaras. A tana comprising of three svaras. 
A song consisting of three svaras. It is 
about Samagana. [See : Tana] 
Sayeri (^Fffi)— Name of a particular raga. 
Saveri. 

Saranga ('CTTJf ) — Name of a particular 
raga. Name of a particular tala. 

Saranga-yukta raga-nama (^rTT^ 
TFT-HW) — Name of ragas with Saranga as 
prefix — Saranga-nata, Saranga-belavala, 
etc.. 

SarangI (^R^)— [See : Vadya] 

Sarahgi-saram — Name of a 

particular raga. 

Sarana (WIT) — Loosening or tightening of 
strings of vina. Hand movements (in 
playing Vina). Different movements of left 
hand while playing vina. 

Sarana-catustaya (WTT'SRT^O — Four types 
of sarana. [See : Sarana]. Because it is 
impossible to manifest the 22 6rutis 
(microtone included within 7 svaras of an 
Indian Svara grama (scale) through voice, 
in ancient era, two vinas were tuned to 7 
svaras of Sadja-grama — one being 
'dhruva' or 'acala' (static or immovable) 
while the other as cala (which is not static 
movable). By loosening the svara strings 
of the cala vina little at a time, it was the 
custom to produce 22 Cruris through four 
types of sarana (movement). 'Sarana 
catustaya' means loosening of strings four 
times, of the above mentioned vina. 

In 1st Sarana, the string of the Pahcama 
svara of the cala vina has to be loosened 
is such a manner so that it produces the 
sound of Pancama svara of 3-srutis of 
Madhyama-grama. Thus Pancama svara 
(P) will be lowered by one £ruti. The rest 
of the 6 svaras will also have to be lowered 
by the same amount. No Sruti is gained 
by this Sarana. 

In the 2nd Sarana, the 'G' and 'Ni' svaras of 
the 1st Sarana have to be further lowered 
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by 1 6ruti in such a manner, so that these 
two aforesaid svaras will sound the same 
as 'Ri' and 'D' svaras respectively of Acala 
vina. In this Sarana, 2 Srutis from 'G' and 
2-£rutis from Ni, i.e. 2+2=4 6rutis are 
gained. Other svaras are also to be 
lowered by the same amount of 1 £ruti. 

In the 3rd Sarana 'D' and 'Ri' of 2nd Sarana 
are to be lowered by one more Sruti, so 
that 'P' and 'S' respectively of Acala vina 
will be sounded. By loosening the strings, 
other svaras also have to be lowered by 
the same amount. In this Sarana, 3-Srutis 
from D' and 3-Srutis from 'Ri' i.e., 3+3=6 
6rutis are gained. 

In the 4th Sarana, P', 'M' and 'S', the three 
svaras of 3rd Sarana are to be lowered by 
1 more 6ruti by loosening the strings. In 
this sarana, because of 4 Srutis each of 'P', 
'M' and 'S', the three svaras, 4+4+4=12 
6rutis will be gained. Therefore, through 
the Sarana-catustaya a total of 4+6+12=22 
Srutis will be achieved and an exact 
perception about the nature of the Srutis 
will be gained. 

Sarana caturvidha («ki u ii ^jf^*}) — Four 
kinds of act of 'Kamrika' of Eka-tantri vina, 
e.g. — Utksipta, Sannivista, Ubhayi and 
Kampita. [See : Kamrika] 

SaranI (wft)— The first string of vina 
according to terminology of Karnataka 
system. 

Sarada, Saroyat (WZ], A parti- 

cular type of Sarahgi, which is played with 
the help of Java' (plectrum). Real pronun- 
ciation is 'Saravat'. [See : Java, Vadya] 

Sararh (Ttti) — Name of a particular raga. 
Sarariga raga. 

Sari (mft) — A particular type of folk song 
of Bengal. 

Sarika (Tnft^T)— (Fret) Parda. Ghat. The 
different svaras that are produced by 
moving the fingers over the metal pieces 
which are fixed or tied on the finger board 
of the instruments such as vina etc. 



Sarinda (wft^T) — A type of string 
instrument prevalent in East Bengal 
(Bangladesh) and Peshawar (Pakistan). 
[See : Vadya] 

Sari (mf) — Sarika. [See : Sarika] 

Sarengi, Sarahgi (^frfft, m$)— A type of 
bow-instrument which is fretless and 
played with a bow. [See : Vadya] 

Sarthaka (*TT*faO — Meaningful. Expressive 
of sentiments. [Pada, Gana]. 

Sarthaka-pada (Sartha) (wfa^, M*f ) — A 
particular meaning of the word 'alapa' in 
medieval era. [See : Alapa] 

Salaga C*IT?PT) — Chayalaga. A raga 
originating from the mixture of two 
suddha ragas (pure ragas, unmixed). 

Salaga gita (^Id'l "rftcT) — A division of the 
nibaddha gita (song composition bound 
by tala) of medieval era. Gita, i.e. nibaddha 
gita of that time meant 'Prabandha'. Gita 
was of three types or divisions, e.g. — 1. 
Buddha gita; 2. Salaga gita; 3. Sahkirna 
gita. 

Salaga gita meant 'Salaga-suda' Prabandha, 
such as Dhruva, Mantha etc. According 
to one opinion, Gita specifically meant 
'Salaga-gita'. It achieved the name 
Suddha-gita-prabandha and recognition 
was not given to 'Ksudragita'. [See : 
Prabandha, Salaga-suda Ksudragita]. 
According to the book Sahgita-damodara, 
Buddha gitas were of 20 types, Salaga- 
gitas of 9 or 10 types and Sahkirna gitas 
of 14 types. 

Salaga-raga (uici'iTPT) — A raga constructed 
with the image of a suddha raga. 

Salaga-suda («i<n'i ^) — A particular type 
of ancient gita-bandha (song composition) 
in which laksanas (characteristics) of 
Buddha gitas were not exactly followed, 
three or four dhatus or tuks (stanzas) 
along with a new dhatu or tuk named 
'antara' were used, Desi talas were 
applied, independence or individuality of 
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the singer was recognised, deviation from 
the rules expressing pada (lyrical 
composition), tala and rasa (sentiment) 
was accepted and entertainment for the 
public gained predominance. Salaga suda 
used to be seven in number. [See : 
Prabandha] 

A variety of nibaddha-glta (song compo- 
sition bound by tala). The class named 
Gita under Nibaddha gita. 

Salaiika (^icig) — Other name of Salaga. 

Salanga (*n<nfj-) — Another name of 'Salaga'. 
Name of a particular raga. Sarahga. 

Salabanta («ici®itO — Name of a particular 
tala. 

Sahana ("HT^TTF) — Sahana. Name of a 

particular raga. 
Sahitya ( yifbcq) — 'Matu'. The language 

(lyric) of the song, (terminology in 

Hindusthani and Karnataka music). 
Sajh (TSTfT) — Name of a particular raga. Sajh- 

hindola. 

Sas (WQ) — [Hindi pronunciation of the 
word svas']. Duration of svara. 

Sitar (I*kik) — Satar. [It becomes Persian if 
meaning is considered from spelling point 
of view]. Any vina type of vadya, whose 
number of strings are not definite. 

According to another opinion it is a Persian 
vina consisting of three strings. Sitar is a 
modern instrument. [See : Vadya] 

Sindh (ftR{) — Name of a particular raga. 

Sindhvi, Sindh-bhairavi, Sindhra (t^*^t, 
ftF*^- •$T^t, fcr^FJ) — Names of different 
ragas. 

Sindhu (fcF*J) — Name of a particular raga. 

Sindhu-yukta raga-nama (fSF-'J 
TFTTR) — Name of ragas with prefix 
Sindhu — Sindhu-tarahgini, Sindhu-vijay, 
Sindhu-bhairavi, Sindhu-ramakri, etc.. 

Sindhuda (fe*£5T) — Name of a particular 

Silsila (RhciRhcii) — Orderly arrangement in 



serial order of 'alapa', 'raga-vistara', 'gita', 
'gat' or playing of lahara, which expresses 
sequential merits of successive parts, one 
after the other. [Silsila is an Arabic word 
which means chain, succession, sequence]. 
[See : Alapa, Vistara, Gat, Lahara] 

Sir — Name of a particular alahkara 
(ornamentation). [See : Alahkara] 

Sukha ('?p§T) — A particular murcchana of 
'Gandhara-grama'. [See : Murcchana] 

Sukhavaha (*joiqs) — Sound that creates 
joy [See : $abda-guna] 

Sugandhl (^pT^ft)— Name of a particular 
raga. 

Sughata — The singer who applies 

svara, varna and tala in a pleasant manner. 

[See : Gayana-guna] 
Sughada (^' E r5) — Prevalent colloquial 

pronunciation of the word Sughata. 
Sughrai C^TTTf ) — Name of a particular 

raga. 

Sughrai-yukta raga-nama (^RT? TFT 
TR) — Name of ragas with. prefix 
Sughrai — Sughrai-kanara, Sughrai-todi, 
etc. 

Sudhahga, Sudhahga (^f, 1^)— A 
particular type of dance in which the 
movement and posture of the middle 
portion of the body is beautiful and 
attractive. Ahga',Jsilpa', aropa', 'sudh- 
mudra', 'lag' and dat are used in this. [See : 
The terminologies as required] 

Sutanika (*jciiPi«b) — Indian terminology for 
the English term 'Melody type', which was 
the general name to denote 'jati', raga', 
'dhun' etc. of ancient Gandharva sahgita 
era. [See : Jati, Raga, Dhun] 

Sudarsana (^m) — Name of a particular 
tala. 

Sudh-yukta raga-nama (^'g^TTT T T- T Tm) — 

[See : S\adh-yukta raga-nama]. 
Sunadi ( ■y.iiFc;) — Sahnai or Sanai. [See : 

Vadya] 
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Sundar (^T) — [See : Saptalahkara] 
Sundarl 1 (%^*\ 1 ) — In the top part of 
instruments like vina, etc., one or two long 
pieces made of horn or ivory are placed 
cross wise. The strings are stretched over 
this or these (pieces) from the pegs 
towards the fingerboard. When there are 
two pieces, the piece that is closer to the 
pegs is called 'tar-dan' or 'tar-gahan' and 
the one that is further away, is called 'afi. 
SarasvatI'. 

Sundari 2 (*f^t 2 )— Parda or Sarika (frets) 
of instruments like 'tadabdar' sitar etc. 
[See : Tarafdar, Sarika] 

Subaha (^p?T) — A particular type of vina. 

Sumukhi [See : Murcchana] 

Sumudra ("*J^T) — Refined and proper 
manners or mudra of the parts of the body 
such as face etc. expressing emotions, 
during singing or playing. [See : Mudra] 

Sur 1 (^Jt 1 ) — The complete feeling that is 
generated in the ear due to singing or 
playing of svara or a bunch of svaras. [See : 
Glti]. 

Sur 2 C*JT 2) — An orderly arrangement of 
svaras, which is uttered or sounded 'ekala' 
or solo in an analysed fashion, either in a 
serial order, inverted order or mixed 
sequence, depicting an audible illustrated 
form. [Melody]. Aboriginal songs or folk 
songs, dhun, different arrangements of 
svaras in raga-giti, etc. are different forms 
of 'sur' or 'melody'. Ancient religious 
songs or 'Sacred music' were also 
melodies. 

The 'Sur' (Melody) is called 'Samaveta 
sahgita', 'Ekatana', 'Chorus' when many 
people sing or play the same musical 
pieces of svaras together, at the same time. 
The ancient Vrnda, Kutapa may be 
included under ekatana (tune played or 
sung together). [See : Ekala, Vrnda, 
Kutapa]. 

If 'sur' is constructed of svara arrangements 



in 'Yamaka' (duet), unitedly or in a 
combined manner, it is called 'Bahu-tana', 
'Counter-point' or 'harmony'. [Krshana- 
dhan Bandopadhyay was the first to use 
the words such as Bahu-tana', Bahu-mila', 
etc.] 

Sur 3 (^JT 3) — According to prevalent 
custom, often 'svara' is called 'sur'. [G- 
sharp sur, Suddha-sur, Komala-sur, etc.]. 

Sadja svara or 'Gramaka'-svara. (Tonic or 
Key-note) [The custom is in vogue to call- 
'Sadja-madhyama' as 'sur-madhyama', 
'Sadja-pancama' as 'sur-pancama' and 
'sure jao' or 'surme jao' (adhere to the 
svaras), etc.] 

Expression of musical sound, [e.g. — 'Sur 
lagao (adhere to correct svara) etc.] 

Sur 4 C*JT 4) — 'E>vani', Sabda (sound). [Naki 
sur-nasal sound] Musical signs or 
specialities of sound. 

[The practical forms are, e.g. — "there is no 
trace of svara in the 'Sur' emanating from 
the Kani' of tabla [See : Kani]"; "there is no 
'Sur' (correct svaras) in the voice" etc.] 

Sur 5(^5 ) — Application of accurate svara 
from the point of view of £ruti, vibration, 
frequency and modern norms, [e.g. — The 
gentleman sings in perfect 'sur']. With the 
assistance of this word (Sur), two gayaka- 
dosas (fault of the singer) have originated, 
eg — 

1. Be-sur — whose svaras are not accurate, 
(out of tune). 

2. Kan- sur (^-^) — Even if the mutual 
relation between svaras is perfect, still the 
very little dissimilarity or discord that is 
observed in the svaras of the singer, with 
the svaras of the ideal saptaka (heptad), 
i.e. basing which, voice adjustment is 
being done and song is being sung. 

Sur 6 (^JT 6) — Avagosa. Drone. 
Sur-khandalika (^*-lsl<J.sr<H*l)— A type of 

musical instrument called svara-mandala. 

[See : Vadya] 
Suranga (^^) — Name of a particular tala. 
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Surat (Jpz) — Sorath. [Distorted pronun- 
ciation of the word Surastra.] Name of a 
particular raga. 

Suratl-sararh (^T2t WO — Name of a 
particular raga. 

Surtan (*j<qii) — A sudden steady appli- 
cation of a svara at any place while 
performing 'tana'. [See : Tana] 

Surati-kanara (^Tcft-^iRTT)— Name of a 
particular raga. Sorathi-kanara or Surati- 
kanara [Distorted pronunciation of 
Saurastrl or Sorati, Sorathl, Surati etc.] 

Surdasl-patamanjari (^TCTMiHSKl)— 
Name of a particular raga. 

Surdasl-mallara ( ^ItA-H^R)— Sur-(ki)- 
mallara. Name of a particular raga. 

Surdasl-sararh C^T^Rft-TTR ) — Sur'(kl)- 
Saram. Name of a particular raga. 

Surna (Ttpfi) — [See : Surnai] 

Surnai (^1?) — Sahnai, Sanai. [See : Vadya] 

Surfak (-ta) C^TTrr^-'aT)— Name of a 
particular tala. Sul-tala. Usul-e-fakta 
named tala, created by Amir Khusrau. 
[The word 'usul' means 'tala' in Persian.] 

Sur-bahar (^^R) — A particular type of 
string instrument. [See : Vadya] 

Sur-mallara (*j<,hctik)— Name of a parti- 
cular raga. Surdasl. 

Sur-mel (IT^T) — The act of alapa after the 
Gauracandrika portion of Kirtana gana. 
Second 'Apattana'. [See : Kirtana, 
Gauracandrika, Apattana]. 

Sur-lasika (^iRWil)— A well thought of 
terminology for £ahnai or Sanai. 

Sur-sararh (I^-'HIT)— Surdasi sararh. Name 
of a particular raga. 

Sur-sindhu (^ftF^) — Name of a particular 
raga. 

Sursota, Sursota (^THtHT, ^JTSffaT) — An 
instrument similar to Brahmabin, which 
is used like the instrument Tanpura. 
Strings are fixed over a long bamboo 
barrel. Some changes have taken place in 



its construction in the modern days. [See : 
Vadya] 

Suragata (y<i'Kii) — Beauty and coloufulness. 

[See : Bamsika guna] 
Suravat — Sargam. [See : Sargam] 

Surupa-gaurl, (-£n) Cg^ T T- 7 ftfl', 

Name of a particular raga. 
Sul-tala (^dclH)— [See : Surfak (-ta)] 
Susarlra (^TTCft)— [See : Sarira] 
Suha (1J!?0 — Name of a particular raga. 

Suha-yukta raga-nama (WW WW)— 
Name of ragas with prefix Suha — Suha- 
kanara, Suha-todi, Suha-sughrai, etc. 

SuhavatI ( ^eiqol ) — Name of a particular 
raga. Sukhavati. 

SuhT (~W^ — Sui. Name of a particular raga. 

Suksma 1 (T^R 1 ) — A particular state of 
nada (musical sound) [See : Nada]. The 
svara that originates when Suddha 
(natural) or Komala (flat) svara accepts or 
discards 1 £>ruti (microtone). 

Suksma 2 Siiksam CqSR 2 ^)- Svara 
that is slightly touched. 'Kan'. [See : Nada] 

Suda (^) — Regional (Maharashtrian) 
terminology for the word 'gita'. Special 
gitas or songs. The eight ancient Glta- 
prabandhas were Ela, Karana, Dhehkl, 
VartanI, Jhombada, Lambha, Rasa and 
Ekatali. [See : Prabandha] 

Suda is of two types, e.g. — 

1. Suddha suda — The eight ancient Glta- 
prabandhas mentioned above. 

2. Salagasuda — Gita-prabandhas namely — 
Dhruba, Mantha, Pratimantha, 
Rasaka, Nihsaruka, Adda, and Ekatali. 

According to ParsVadeva, the author of the 
book 'Sariglta-samayasara', Suda pra- 
bandha is of five varieties e.g. — 
1. Ati-uttama (very good); 2. Uttama 

(good); 3. Madhyama (mediocre); 

4. Jaghanya, (bad); 5. Ati-jaghanya 

(very bad); [These are the varieties of 

Suddha-suda] 
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In the later period, Suda (Buddha and 
Salaga) were divided differently, e.g. — 

1. Uttamottama — Salaga. 

2. Uttama— Ela. 

3. Madhyama — Ganaila. 

4. Jaghanya — Dherikl. 

5. Ati-jaghanya — Ali. 

Sut (^JjT) — It is a corruption of the word 
Sutra. Minute application of a few 
consecutive svaras on Vina string in which 
a mixed state of ghasit and ml d occurs and 
yet, the original svara comes out distinctly 
pronounced and the last or the svara 
previous to that again manifest clearly. 
[See : Alahkara] 

Sutkari ( qd+lfl )— [See : Gayana-dosa] 

Sutrakona (*j**Vi) — Damaru, a particular 
kind of instrument. [See : Vadya] 

Sutra-vina (*j*q]"ii) — A particular type of 
vlna, 'LabukT'. 

Surya — Name of a particular tala. 

Suryakanta (*j4«t>Ki) — Name of a particular 
raga. 

Suryakranta (+j4*i-a) — A particular type of 
Sadava suddha tana (hexatonic svara 
composition). [See : Tana] 

Sula 1 1 )— Surfakta tala. 

Sula 2 2) — Different pronunciation of 
the word Suda [See : Suda] 

Suladi saptatala ^WeT)— Combi- 
nation of seven talas, which originated 
from imitation of Salaga-suda tala and 
which is still being used in the tala 
performance of Karnataka Sahgita. The 
names of the talas are — Dhruba, Mantha 
(Mathya), Rupaka, Jhampa, Triputa, Adda 
(Atha), Ektala (Adi tala). 

[The division of matras in 'Mathya' tala 
(2+4+4) corresponds with Surfakta tala, 
hence probably it has become a custom to 
call Surfakta as Sula-tala. [See : Sapta- 
lankara] 



Setar (ilcIR) — Persian spelling is 'Sahtar', 
pronunciation is 'Setar' or 'Satar', which 
means three stringed instrument such as 
vlna. Persian name for Indian three- 
stringed vlna, 'yantra' or 'bin'. Modern 
sitar instrument. [See : Vadya, Sitar] 

Setarkhani C^cTR wft)— A tala named 
'Satarkhani'. 

Seberi (^ft) — Name of a particular raga. 

Saindura, Sainduda (^^TI, ^^51) — Sin- 
dhoda. Name of a particular raga. 

SaindurT (^5^) — Name of a particular raga. 
Sayanduri. 

Saura (T^T) — Name of a particular raga. 

Saurastra-tahka (^t<i"^<i§) — Name of a 
particular raga. 

Skanda (W^) — Name of a particular tala. 

Scroll (t*l<n) — Scroll. Conch like portion of 
the top portion of the violin. 

Skhalita (**lfrra)— [See : Alahkara] 

Stambhaki (W^T^ft)— A particular 
unknown type of instrument. 

Statriya (^nfim)— [See : Stuti] 

Stuti (^fH) — Samagana, expressive of 
prayer songs or greatness towards the 
gods. 

It had two varieties, e.g. — 

1. Statriya — It had three Rks (Vedic 
mantras) and 

2. Stotriya — It had one Rk. 

Stotra (fcffa) — Samagana sung during 
yajhas (vedic ritual), which had particular 
stotras (prayer hymns) divided into a few 
parts or division, called 'Bhakti'. [See : 
Bhakti] Bhakti was 5 or 7 in number, 
which were sung by different Samagas or 
singers of Samagana. The names of Pahca- 
bhakti (five bhaktis) are — 1. Prastava; 
2. Udgitha; 3. Pratihara; 4. Upadrava; and 
5. Nidhana. Addition of 6. Hihkara and 7. 
Ohkara make the number of Bhakti seven. 
[See : Samagana] 
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Stotriya (^Ttf^T) — [See : Stuti] 

Stobha (Tcfa) — It is a particular Samagana, 
where the readable words were changed 
in many ways while singing and it was 
the sastriya custom to use meaningless 
words. It was used during invocation or 
praise or prayer of the gods. 

Stobha was of three varieties, e.g — 
1. Varna-stobha; 2. Pada-stobha; and 3. 
Vakya-stobha. 

Stoma (l^FI) — A particular type of 'Samagana'. 

Sthana — The various location or 

nature of saptaka (heptad) and svaras 
under it, e.g. — 

1. Nimnastha (located low), or Mandra - 
sthana; 

2. Madhyastha (located in the middle), or 
Madhya-sthana; 

3. Uccastha (located high), or Tara-sthana. 
According to ancient opinion, because of 

saptakas (heptads) consisting of succes- 
sive double higher nada (sound), origi- 
nated from heart, throat and head — the 
three 'sthanas' of the body, the word 
'sthana' was used indicating the spatakas 
and the svaras under them. In the modern 
era, 'Mandra sthana' is called 'Khad', 
'Udara' or 'Udara', 'Madhya sthana' is 
called 'Mudara' and 'Tara-sthana' is called 
'Tara. Generally all these three saptakas 
are accepted considering the range of 
voice. [In the medieval era the word 
'grama' was used, meaning sthana. 
Because of this reason Ucca (high) sthana 
or Tara sthana was called 'Ganadhara- 
grama', 'Madhya sthana' was called 
'Madhyama-grama' and Mandra sthana 
was called 'Sadja-grama' in Karnataka 
sahglta. The reasoning behind this is — 
(i) The Gandharva clan used to live in 
'svargaloka' or high lands and the 
name of their svara-grama (musical 



scale) was Gandhara grama. For this 
reason, 'Ucca-sthana' (high place) or 
'tara-sthana' has become familiar as 
'Gandhara-grama'. 
(ii) In 'Madhya-loka' or 'Bhuvarloka' 
(earth) Yaksas lived, whose svara- 
grama (musical scale) was called 
'Madhyama-grama'. For this reason 
'Madhyama-sthana' is marked as 
'Madhyama-grama'. 
In the 'Mandra sthana' or Nimna-sthana' 
(low land), i.e. 'Bhuloka' or the plains, the 
svara-grama (musical scale) that was 
prevalent among Rsis (sages) and 
common man was called 'Sadja-grama'. 
[There is no historical or scientific truth in 
naming this.] 
Sthanaka (T*TRaF0 — Motionless gesture of 

the foot in dance. [See : Nrtya] 
Sthanabhrasta (WT-TO)- [See : Ganyana- 
dosa] 

Sthapana ("Wm) — Sthapana is that, in 
which syllables are applied initially in 
medium pace with clear, sweet bol-banl 
(syllabic pattern) like thohkara etc. during 
practice of solo playing (Lahara playing) 
on membranophone instruments (like 
Mrdahga). [See : Lahara] 

Those who practice to play like Alapti' in 
Sthapana in successive guru-laghu-druta 
laya (tempo), are called 'Vadaka' (player). 
'Vadaka' is a general word but Mrdahga- 
vadaka' used to mean four types of 
'Mardahgika' (Mrdahga players) in earlier 
days, e.g. — 1. Vadaka; 2. Mukhari [main 
player]; 3. Prati-mukharl [accompanying 
player]; and 4. Gltanuga. [See : Laghu, 
Guru, Druta] 

Sthapana 1 ( 1) — It is a particular type 
of sthaya, in which 'dam'-'kham' are 
applied in between, in the movement of 
svaras. [See : Sthaya, Dam, Kham] 
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Sthapana 2 (TSJFFIT 2)— The portion next to 
'Svasthana'-kriya (act) in Ragalapti, in 
which arhsa svara (the main svara) is 
expressed in many different styles along 
with other svaras. It is an ancient form of 
modern 'jod'. [See : Ragalapti, Svasthana, 
Arhsa, Jod] 

Sthaya (f*rra) — The style of utterence, skill 
of svara application, accurate arrange- 
ments of padas (lyrical parts), alahkara 
(ornamentation), tana, laya (tempo) etc., 
which are applied for establishing the 
artistic and emotional form of a raga, are 
called Sthaya. Those portions, expressing 
nature or characteristics of the raga. In 
modern era, it is the combination of cala, 
calana (behaviour and movement), 
suddha-alahkara, sthaya-kaku [See : 
Suddha-alahkara] and gayakl (singing 
style of presentation of raga or gita). Its 
other name is thaya, [a corruption of the 
word sthaya]. Sthaya is of many types. 
First, it can be divided into two divi- 
sions — e.g — l.Asahklrna and 2. Sahklrna. 
1 . There are 10 Asahklrna Prasiddha (well 
known)-sthava, and 20 Aprasiddha (not 
well known)-sthaya. 2. There are 33 
Sahklrna-prasiddha-sthaya and 33 
Aprasiddha-sthaya. [According to the 
Sahglta-ratnakara book.] 

Sthaya-kaime sahayogl (T»W^ U^'fl) — 
(Co-operator in sthaya) 

1. Tana (the group of svaras supporting 
Sthayi, Arohi, Avrohl and Sahcari 
varnas). 

2. Sthana (Svara, supporting gamaka). 

3. Gamaka. 

4. Mana. [See : the respective terms] 
Sthaya-kaku (WT <$T^) — [See : Suddha- 
alahkara] 

Sthayi 1 ( VWft 1 )— First and the main svara, 
which helps in expansion and visara of the 



raga and which reveals the image or form 
of the raga. It is the vadi (sonant) svara. 
Graha svara. [See : Visara , Vadi, Graha] 

Sthayi 2 (FMl 2) — A particular type of 
varna [See : Varna]. A particular type of 
alahkara. [See : Alahkara] 

Sthayi 3 (WRt 3) — Name of a particular 
tuk (stanza). [See : Tuk] A particular piece 
or tuk of an extensive tana. Sthayi which 
is used in alapa as brief introduction of a 
raga. Four tuks were available in such 
alapas in the medieval era, e.g. — 1 . Sthayi; 
2. Sahcari; 3. Arohi; and 4. Avarohl. 
1. Udgraha; 2. Sthayi; 3. Sancari; and 4. 
Muktayi. [See; Tana, Alapa] 

Sthayi 4 (T«TRt 4) — Karnataka name of 

Saptaka (heptad). 
Sthayi 5 (T^TFft 5) — A particular type of 

Bhava (emotion). [See : Bhava] [See : 

Sthayi-alahkara, -tuk, -tana, -varna, 

-bhava, -svara etc.] 
Sthiila-dhvani (V^\ *3ft)— Sound of vadya 

consisting of javari. [See : Javari]. 
Snigdha (fcr™^— [See : S"abder guna]. 
Sneha (?%) — Name of a particular raga. 

Sneha-bhairavl ^i)— Name of a 

particular raga. 

Sparsa (T'ftFT) — The alahkara that occurs 
when, out of the two adjacent svaras, one 
svara is expressed or touched, while the 
trace of the other svara still lingers after 
uttering or sounding it. The sound of the 
second svara would have to be expressed 
as detached. Use of 'Ghasit', mid etc. 
would not be done and utterence or stress 
would be only once. 'Patak'. 'Kan'. [See : 
Patak,Kan] 

Sparsa-krntana (Ffan-ji-cii) — Two fingers 
are required to perform the act of sparsa 
on string instruments or on vlna etc., or 
else there will be danger/apprehension of 
losing remnant of svara or production of 
ghasit. [See : Ghasit] 
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If the finger is left immediately after 
touching the next svara, then application 
of 'Sparsa-krntana' takes place. 

If the string is not left, i.e. application of 
Katan or krntana is not carried out, 'dvi- 
sparsa' (double-touch) would be com- 
mitted. [See : Katan, Krntan] 

Sparsa-svara (^Rf-W)— 'Kan'-svara [See : 
Kan] Sparsa means touch. 

Sphutita ('PjfeT) — Voice that is split. [See : 
&abda-dosa] 

Sphurita-gamaka (<-$ftci ^TR^?) Gamaka 
played with the speed of j of the druta 
matra. Gamaka that occurs due to uttering 
or playing two svaras with one stroke. 
[See : Druta Gamaka, Gamaker adhunik 
prakara] 

Svana vijnana (WTfa^TFT) — Acoustics. 
Dvani-vijnana (science of sound). The 
science through which informations 
regarding sound is known. 

It is a separate subject under physics. 
Musical acoustics is also discussed under 
this subject. In ancient India, acoustics was 
called Nada-vidya, which was consid- 
ered to be included under 'Pahcamaveda', 
(Fifth veda). 

Svayambhu svara (W^W)- The Adi- 
svara (original svara) or first svara (tonic) 
and its Sarhvadi (consonants) 'Madh- 
yama-M' and 'Pancama' P svaras are 
called 'Svayambhu, 'Svabhuva' or 
'Svayam-bhuva'. Because, only when the 
adi-svara 'S' is envisaged for specific use 
as per the vina-player's own intelligence, 
'M' and 'P' as consonants are automatically 
fixed. [Pundit Ramamatya (16th century 
A.D.) and after that Pundit Somanatha 
have used the word 'Svayambhu'] 

In the modern era, the meaning of 
'Svayambhu svara' is conveyed by the 
word Harmonics. [See : Samvadi, Har- 
monics] 

Svara ( W) — Letters of the language of gita 
(song), by mixing which, Varnas (stages 



of movement) are created and pleasant 
feelings are generated by their proper 
application. It is sweet and pleasant 
sound, which, is applicable in music and 
is related with other svaras as an item 
under saptaka (heptad) under special 
rules. It is a musical sound which consists 
of specific pitch and suitable audibility. It 
is a particular form originating due to 
impact on receptacles such as throat, 
metal, etc., consisting of resonance of 
musical sound, soft with remnants of 
sound, or not harsh or rough, audible from 
a distance, sweet, and creating pleasant- 
ness. According to ancient definition, it is 
the state of 7 svaras (notes) located at 
throat and head originating from 22 Srutis 
(microtones) situated at heart, throat and 
head. [See : Sahgita o svara] 
This svara (note) has some characteristics, 

e-g — 

Litis expressed and uttered, without the 
help of others, like the vowels of 
language. 

2. Excepting intensity it has no material 
form. It is expressed in throat by A- 
kara', A-kara (vowel sounds) etc. 

3. Svaras (notes) are named as Sadja, 
Rsabha etc. to make them under- 
standable. The names of 7 Indian svaras 
(notes) are Sadja, Rsabha, Gandhara, 
Madhyama, Pancama, Dhaivata and 
Nisada — which are abbreviated as Sa, 
Ri, Ga, Ma, Pa, Dha, Ni while uttering 
and were written in ancient era as S, Ri, 
G, M, P, D, Ni. 

4. A Svara (note) is a single unit under 
the 'sopanaka' (scale), which remains 
arranged like steps (Sopana, meaning 
flight of steps) with the other single 
units. These have specific interval 
among them. This interval can be 
measured by number of srutis 
(microtones) or can be determined 
through frequency. 
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5. Sruti (microtone) archieves practical 
state from svara, meaning, when srutis 
are applied in raga, etc. they become 
svara. 

6. Highest number of svaras (notes) is 
seven. Although, number of bruits 
(microtones) are many, these are 
counted as other forms of these seven 
svaras (notes). 

Svara o uecata-nlcata C^T 3Tt <yratai-i1^ar) — 
Svara (note) and its 'tlksnta (pitch). The 
svaras of the scale have states of low and 
high. When numbers of sound wave (in a 
fixed time) or frequencies of svara are less 
or more, svaras become low or high, 
respectively. 

[In Karnataka (music)' tiksnta' is called 
sruti.] 

Svara o Rsi C*«R 3ft "3tfa) — According to 
ancient Indian Sahgita-sastra the seers of 
seven svaras (notes) were, successively — 
Agni, Brhama, Soma, Visnu, Narada, 
Tumburu (D and Ni) . They were the 
singers of these svaras also. In another 
opinion, they were Daksa (S), Atri (Ri), 
Kapila (G), Vasista (M), Bhargava (P), 
Narada (D) and Tumburu (Ni). 

Svara o chanda 3Tt '3^) — The original 
chandas (poetic metre) of seven svaras 
(notes) are — Anustup (S), Gayatrl (Ri), 
Tristup (G), Brhati (M), Pahkti (P) , Usnik 
(D), and Jagati (Ni), respectively. 

Svara o jati (T°R 3ft ^Tlfo)— Jati (caste) of 
seven svaras (notes) are — Brahmana (S), 
Ksatriya (Ri), Vaisya (G), Brahmana (M), 
Brahmana (P), Ksatriya (D), and Vaisya 
(Ni), respectively. 

Svara o Devata (*9R art ^cTF) — Name of 
gods of sven svaras (notes) are — Bahni (S), 
Brahma (Ri), Sarasvati (G), Visnu (M), 
Mahadeva (P), Ganapati (D), and Surya 
(Ni) respectively. In other opinion, the 
governing deities are — Brahma (S), Agni 
(Ri), Sarasvati (G), GTra (M), Soma (P), 
Aditya (D) and Aditya (Ni), respectively. 



Svara o desa 3ft — The birth places 
of the seven svaras (notes) are — Jambu- 
dvipa (S), 6akadvipa (Ri), Kusadvlpa (G), 
Kraurica dvipa (M), 6almalidvipa (P), 
Svetadvipa (D), and Puskara dvipa (Ni), 
respectively. 

Svara O prakrti (TSR 3ft wffi) — The charac- 
teristics of svara (note) become full of 
variety or remain unaltered depending on 
differences in receptacles. Voice can be 
modulated in different ways according to 
the wish of the singer. The svara (note) 
from the same hole of the flute may be 
expressed in doubly high note due to 
difference in blowing. But svara (note) 
from the string of vlna is unable to change 
its character in any way. Due to this reason 
three types of characteristics of svara 
(notes) are acknowledged , e.g — 
1. Sacetana or conscious (from voice); 2. 
Acetana or unconscious (from vina) 
and 3. Ubhayatmaka or both ways 
(from flute). 
[It may be called ubhayatmaka because it 
also receives the touch of human mouth] 

Svara o varna 3Tt ^f) — The seven 

colours, varna meaning colour, related to 
seven svaras (notes) are — Padmabha (S), 
Sukapinjara (Ri), Kanaka (G), Kunda (M), 
Krsna (P) , Pita (D), and Sarva-varna or 
Karbura (N), respectively. 

Svara o vamsa (TQX 3ft ^?T) — The races / 
families in which the seven svaras (notes) 
have been born, are — Deva-family (S), Rsi- 
family (Ri), Deva-family (G), Deva-family 
(M), Pitr-family (P), Rsi-family (D), and 
Asura-family (Ni). 

Svara o rasa 3ft TO) — It is accepted in 
the Sastras (treatises) that each svara 
(note) of seven svaras (notes) expresses 
rasa (sentiment). In ancient 6astras, each 
svara having one or more than one 
sentiment, has been mentioned, e.g. — 

1. Sadja — Vira, adbhuta and raudra rasa. 

2. Rsabha — Vira, raudra, adbhuta rasa. 
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3. Gandhara — Karuna rasa. 

4. Madhyama — Hasya and srrigara rasa. 

5. Pancama — Hasya and srrigara rasa. 

6. Dhaivata — Bibhatsa and bhayanaka 
rasa. 

7. Nisada — Karuna rasa. 
In another opinion — 

1. Sadja — Hasya. 2. Rsabha — Srrigara. 

3. Gandhara — Hasya. 4. Madhyama — 
Srrigara. 5. Pancama — Bhayanaka 
6. Dhaivata — Vibhatsa. 7. Nisada — 
Karuna. 

According to third opinion — 

1. Sadja — Mula (srrigara) rasa. 2. Rsabha — 
Karuna rasa. 3. Gandhara — Santa rasa. 

4. Madhyama — Bhayanaka rasa. 

5. Pancama — Vira rasa. 6. Dhaivata — 
Karuna rasa. 7. Nisada — Raudra and 
Vira rasa. 

Svara-kaku (Whl^h)— [See : Kaku] 

Svarakhandalika ( W<«u<jfc1*l)— A parti- 
cular type of musical instrument called 
'Surakhandalika . ' 

Svaragrama TITR) — Assemblage of 
svaras (notes). Sargam. The svara names 
acquainting melody. Acquaintance 
regarding svaras of raga or dhun (light 
melody). The Saptaka (heptad) that 
denotes sthana (place or position). 
[Ksetramohan Goswami had first used 
'grama' to mean 'Svaragrama']. [See : 
Grama, Sthana'] 

Svara-jati (WMlfa)— 'Svara-jati'. Svara-yati. 
It is a particular type of Karnataka GItariti, 
styie of song, which is constructed with 
three (tuks) stanzas. Its composition is like 
Kirtana in which subjects like praise of 
god; praises of the heroes are dealt with. 

Svara-jriana (T-^TsTR) — To understand 
which svaras have been applied, by 
listening to any song or musical piece 
played on instrument. To express by voice 
any svara name that is asked. 

Svara-nama (*=kiih) — From very ancient 
times svaras which are appropriate for 



songs have been separately designated. 
Name of the svaras may be divided into 
three categories, e.g. — 1. Vedic; 2. 
Gandharva; and 3. Tamil! (Tamilian). 

1. Vedic svara names — Prathama, 
Dvitiya, Trtiya, Caturtha, Mandra, 
Atisvara and Krusta — which when 
expressed sequentially becomes 
Prathama, Dvitiya, Trtiya, Caturtha, 
Mandra, Atisvarya and Krusta. 

2. Gandharva svara-name — Sadja (Sa), 
Rsabha (Ri), Ganadhara (Ga), 
Madhyama (Ma), Pancama (Pa), 
Dhaivata (Dha), Nisada (Ni) . 

3. Tamiti (Tamilian) Svaranama (names 
of notes) — Agmilai (Sa), Kurala (Ri), 
Tuttam (Ga), Kaikillai (Ma), Ulai (Pa), 
Hi (Dha), and Bilari (Ni). 

Svara-visara (^-fa?7K) — Expressing complete 
form (of a raga) through svaras (notes). 
Composing as many varieties of arrange- 
ments, as possible, through svaras (notes). 

Svara-vistara (f^T-f^TR) — Making image 
of the raga beautiful and meaningful 
through svara (notes) arrangements, 
according to the language and sentiment 
of the raga. [Vistara is performed in gltas 
or ragas, which consist of taias. Visara is 
performed in both types of gitas, with tala 
and without tala, and Alapa is done in 
gitas without tala.] 

Svara-vlna (^^PTT) — It is a particular vina 
appropriate for Suska playing, [meaning, 
appropriate for solo playing]. 

Svaram-glta (W^-'nfa) — It is a particular 
variety of 'manodharma' gita of Karnataka 
sarigita. [See : Manodharma]. 

Svara-mandala 1 (T^T-h u sci 1) — Aggre- 
gation of Sapta-svara (seven svaras), Tin- 
grama (three-gramas), Ekavimsa-murcch- 
ana (twentyone murcchanas) and unapan- 
casa-tanas (fortynine tanas). 

Svara-mandala 2 (fgT-H«s<n 2) — A parti- 
cular type of musical instrument. [See : 
Vadya]. 
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Svara-malika (^R-"R#R5T) — Glta based on 
raga and composed with the help of 
sargam (seven notes of the heptad) and 
tala. A style of Glta composed of Sargam. 

Svaralasika ( ^cKdiPHthi) — A particular 
musical instrument named 'Sura-lasika. 

Svaralipi ( wRiPh) — (Notation system) The 
art to explain the sketch of any melody by 
writing. Depiction of external component 
parts of any melody or song, such as, 
names of svaras (notes), types of svaras 
(notes), ornamentation, arrangement of 
matras (beats), division of talas, rise and 
fall of tune, intensity and softness, motion 
and motionless, start and finish, variety 
of stanzas, switching to another stanza, 
etc. by explaining through symbols and 
signs appropriately, and placing them at 
the right place. 

(A) Svaralipi (notation) is of two types 
according to the characteristics of 
svaras (notes), e.g — 

1. Nama-yukta— in which names of 
svaras are used in abbreviated forms. 

2. Pratika-yukta — in which svaras are 
explained through special symbols. 

Nama-yukta Svaralipis are written in 
alphabets of regional language at different 
places of India. Written in Bengali, Dev- 
nagri, Marathi, Tamil and Urdu letters, the 
use of sapta-svara, 7 notes of S-Ri-G-M-P- 

• D-Ni is prevalent in India. In the Western 
countries, letters d, r, m, f, s, 1, t are used 
in Tonic-Solfa notation system. 

Notations using symbols (Pratika yukta) are 
prevalent from ancient times, e.g. — 
(i) During Vedic era, Vedic (i) Udatta- 
Anudatta-Svarita svaras were denoted by 
dandarekha (small vertical line) over the 
letters of the language of Rk or mantras, 
and adhah-rekha (horizontal line) under. 

An example: — Kay a nascitra a bhuvaduti 
gadavrdah sakha. 

( W nfrp 3tt ^^fr "g^H: ^f) 

[The letters without any sign are udatta', 



the letters with lines (danda) above are 
'svarita' and letters with a line under 
(adhah rekha) are 'anudatta' svaras.] 

(ii) High and low svaras were expressed 
through symbolical signs called 
Neume, in the ancient era of 7th 
century A. D., in the Western 
countries. 

(iii) During the modern era, there is a 
custom to express svaras in the scale 
arrangement through a few symbolical 
signs such as dot etc. in the Staff 
Notation system, in the Western 
countries. 

(B) Svaralipi according to matras, found 
to be of 10 types, e.g. — 

1. Samketa-tnatrika — was used in Vedic 
samagana. 

2. Aksara-matrika — was found in songs of 
medieval era. 

In this, the svaraksaras (letters denoting 
notes) were made short or long to 
indicate laghutva (shortness) and 
gurutva (length) of matras (beats). 
[See : Svaraksara] 

3. Pratika-matrika — is seen in modern 
Western songs and instrumentations. 
Guru, laghu matras (beats) are 
expressed through dots, vertical line, 
dot etc. 

4. Bindu-matrika — which is used in Tonic- 
solfa. Other name is Sargam'. 

5. Danda-matrika — one matra is ex- 
pressed by placing a danda (vertical 
line) above a svara. 

6. Rekha-matrika — one matra is expres- 
sed by placing 'Kasi' or line next to the 
svara or under it. 

7. Samkhya-matrika — matras such as 
Laghu, guru, etc. are expressed by 
writing numbers L 2, 3 etc. next to the 
svara or above. 

8. Avagraha-tnatrika — guru matra is 
expressed by using avagraha (a sign 
like S) with the svara but no sign is 
used for one matra. Laghu matra was 
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expressed by svaraksaras (letters for 

notes) of ancient times. [See : Ava- 

graha, Svaraksara] 
9. Akara-matrika — one matra is expressed 

by using a-kara (a sign like — T) with the 

svara, e.g. — S -T. 
10. Pada-matrika — one matra is expres-sed 

by svaraksara and combined aksaras. 

Extra matra or part of a matra are 

expressed by line. [See : Svaraksara] 
(C) In the modern days two varieties are 

in vogue as self sufficient notation 

system, e.g. — 

1. Raikhik or consisting of many lines — 

a. Staff notation (Samketik= Symbo- 
lical) 

b. Three lines — (invented by Ksetram- 
han Goswami) 

c. Three lines — (innovated by Visnu- 
_ digambar Paluskar) 

2. Anubhumika or without any lines — 

a. Tonic Solfa. 

b. Rekhd or Kasi matrika — (invented by 
Dwijendra Nath Thakur) 

c. Sankhi/d-matrika — (published by 
Hitendranath Thakur) 
Sarhkhya-svarika — (published by 
Bankimchandra Chatterjee) 

d. Danda-matrika — (invented by 
Ksetramohan Goswami and others). 

e. Bindu-matrika — (invented by 
Krishnadhan Bandopadhyay). 

f. Avagraha-matrika — (invented by 
Maula Bakhs). 

g. Akar-matrika — (invented by 
Jyotirindranath Thakur). 

h. Saihkhya-matrika — (innovated by 
Sarala Devi Chowdhurani). 

i. Kama (comma)-matrika — (Tamilian 
paddhati) 

j. Pada— matrika — (invented by Visnu 

Narayan Bhatkhande) 
k. Rekha-matrika — (restructured by 

disciples of Visnudigambar) 
1. Haraf-matrika — (Urdu) 



m. Svara-danda matrika — (invented by 

Sureshchandra Chakravarti) 
n. Pratlka-svaralipi — [invented by 

Dr. Bima! Roy (author)j 
o. Sruti svaralipi — [invented by 
Dr. Bimal Roy (author)] 
[Apart from these, there is stenographic 
notation, called 'Sat', which is used in 
theatres. There are one or two unpu- 
blished systems also] 
Svaralipir vivarana (WtfHfal Pqq< u i) — 
Description of notation systems — The 
known and prevalent notation systems are 
denoted by— (1) Staff notation, (2) Danda- 
matrika, (3) Akar-matrika (4) Bhatkhande, 
(5) Restructured Visnudigambar and (6) 
Tamilian notation systems. 
(1) Staff-notation system — Staff means a 
scaffold (mafica) of five parallel straight 
lines. It is also called stave. The space 
between two parallel lines is called 
'space' (antara mahca). 'Manca' 
(scaffold) is also called 'Sopana' and 
'Antara-mahca' 'Antara sopana'. 
'Clef or 'Kuncika' sign is used at the 
extreme left side of 'Manca' or 'Sopana' to 
indicate the specific 'sthana' of 'Saptaka'. 
[See : Sthana]. Meaning of Clef is key. This 
Clef is of two types, e.g. — 1. Treble Clef 
(Ucca Kuncika) and 2. Bass-clef (Khad 
Kuncika). 
The sign of Treble-clef is : — 




The sign of Bass-clef is : — 

The notes that are expressed by the 
parallel lines of the Staff or Stave (Manca 
or Sopana), are : — 
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_F 
-D 
-B 
G 

-8 



MIDDLE-C 



.A 
-F 
-D 

-I 



The frequency of Middle-C is 256 per 
second according to modern scientific 
theory. Accordingly the number of 
frequencies of higher note of Treble-clef 
and lower notes of Bass-clef have been 
specified. 

In Western notation system, while on one 
hand the svaras (notes) of Key-board 
instrument named Piano-forte are 
expressed through the above mentioned 
parallel lines and space on the other hand, 
the following signs are used to express the 
duration or matra-kala of each note — 



ZZZL 



Breve = Western 
2 matras. 
= Indian madhyalaya 8 matras 

Semi-breve=Western 1 pra- 
mana matra. 
= Indian madhyalaya 4 matras. 











e 





Minim=Western \ matra 

=Indian madhyalaya 2 matra 



Crotchet= Western i maytra 

=Indian madhyalaya 1 maytra. 



Quaver = Western f matra 
= Indian { matra. 



Semi-quaver = Western tV matra. 

= Indian i matra. 



i 



Demi-semi-quaver = Western jz matra. 

= Indiani matra. 



Semi — 

Demi-Semi-quaver = Western matra 
=Indian madhyalaya ts Matra. 
[Krishnadhan Bandopadhyay invented 
terminologies for the above mentioned 
signs of duration of svaras (notes), in the 
following manner : — 
Semi-quaver=Mandala; Minim=Visada; 
Crotchet=Mecaka; Quaver=Kaunika; 
Semi-quaver=Dvi-kaunika; Demi-semi- 
quaver=Tri-kaunika; Semi-demi-semi- 
quaver=Caturkaunika.] 
Apart from these, bindu (dot) is used, to 
denote fractions of matra. e.g. — 



=i+(ixi)=i+4=i Western matra. 

=\+( i *x i z)= 1 *+\=\ Western 
matra, etc. 



Combined matras are expressed in the 
following manner — 




2 svras in one matra, 3 svaras in one matra 
and 4 svras in one matra, respectively. 
The notes (svaras) in Western notation are 
fixed according to scale or Svara-grama. 
'Diatonic-scale' is more prevalent in 
Western music in the modern era, having 
two forms — (i) 'Major-diatonic' and (ii) 
'Minor-diatonic'. 

All the 7 notes are suddha svaras (natural 
notes) in the 'Major diatonic' scale and the 
intervals between svaras in successive 
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order are tone, tone, semi-tone, tone, tone, 
tone, and semitone. Tone is full svara and 
semitone is half svara. On the other hand, 
the intervals in Minor-diatonic scale are — 
tone, semitone, tone, tone, semitone, tone 
and tone, respectively. Judged from the 
HindusthanI thata point of view the svaras 
of 'Major-diatonic' scale are like those of 
Bilavala thata and 'Minor-diatonic' scale 
are same as the svaras of HindusthanI 
Asavari-thata (consisting of suddha-Ri). 
If svaras outside the scale are used during 
any notation, the sign used for those extra 
svara or svaras is called 'accidental' or 
'aniyamitasvara' or 'vikrtasvara'. To express 
this type of svara signs of sharp (Tlvra 
svara) of flat (Komala svara), etc. are to 
be drawn on the side or adjacent to the 
sign of duration, e.g. — 







m 


<*- 





etc.. 



But, natural sign has to be drawn on the 
side or adjacant to the svara if notes 
(svaras) with sharp or flat signs are to be 
reverted to natural note (Suddha svara), 

eg — 



*2 



In Western notation-system one or more 
than one 'sharp' or 'flat' signs have to be 
provided next to the Clef signature (Clef 
or Kuhcika) to denote specific keys for 
different scales. This is called Key 
signature (Cabi cihna). The number of 
Key-signature may be 1 to 7 (sharp or flat) 
according to different scales. Only 'C- 
Major' or 'A-Minor' scales have no Key- 
signatures. Example of Key-signature : — 



* 



(E-Major Scale) , etc. 



In Western music, Time-signature or sign 
for tala is written on the right side of Key- 
signature to express 'time' or tala. 'Time' 
is of two kinds in Western-music, e.g. — 

1. 'Simple time' or Sarala-tala; and 

2. 'Compound time' or Yougika-tala. 

1. Simple-time — This is of three types, 
e.g. — Duple or 2 matras per division, 
Triple or 3 matras per division, and 
Quadruple or 4 matras per division. The 
duration or quantity of matras of these 
svaras may be of many types, e.g. — 
Semibreve, Minim, Crotchet, Quaver, etc.. 
In that case, Time-signatures are different. 

eg — 

(a) in a division, the time of matra kala 
for 2 Semibreves (1) is = f- 

(b) in a division, the time of matra kala 
for 2 Minims (i) is = f . 

(c) in a division, the time of matra kala 
for 2 Crotchets ({) is = }. 

(d) in a division, the time of matra kala 
for 2 Quavers (?) is = I 

etc.. The Time-signatures will be f 

\> \> \> etc. respectively, if the above 
mentioned matras are 3 per division. 
2. Compound-time — This is also of three 
types as in previous case, e.g. — Duple, 
Triple and Quadruple. In the case of 
Compound time, the matras expres- 
sing duration of time of svaras are one 
and a half times more durable, com- 
pared to Simple-time, and which are 
expressed by dots next to the signs 
indicating duration of time (e.g. 
Semibreve, Minim, Crotchet, etc.). In 
this case, Compound-time signature is 
available by multiplying Simple-time 
signature by li times, e.g. — the Time- 
signature of 2 compound Semibreve 
in a division will be 2x(l)xl± = f ; in 
the case of Minim it will be 2x(i)xi|=f 
and in the case of Crotchet it will be 

2x(i)xli = f etc.. 

Apart from these, many different signs are 
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used in Wesern notation system to express 
alahkaras (ornamentations) of svaras and 
varieties of matras, e.g. — to express 
intensity and weakness of svaras — 

(i) Dynamic Marks such as — P, f etc. are 
used above the svaras. 

(ii) To express difference in tempo, 
Tempo-marks such as Allegro, Mode- 
ratto, etc. are used, above the notation, 
on the left hand side. 

(iii) Slur or Legatto signs ^ are used 
to express As. 

(iv) To express Kan, a very small sign 
(Appogiatura) for a short lasting svara 
is used in the corner, either above or 
below a svara : — 



(v) To express Kampana (trill, relish) sign 
of^>*/v-r«vetc. is used above svara. 

(vi) To show vibhaga of tala (rhythm, 
measure), bar lines (danda) are used 
in Western system which go through 
the Manca or Sopana (Staff /stave) of 
five parallel lines. 

(2) Danda matrika svaralipi paddhati 

Suddha (natural) svaras— S Ri G M P D Ni 

(Tr^Trtn *ift) 
Vikrta Svaras (flat & sharp)— Ri 6 MDI\Ji 

(A =flat, A=sharp) 
Mandra sthana (lower heptad) — A dot 

under the svara G. 
Tara sthana (upper heptad) — A dot above 

the svara G. 
Matra (duration) — of a svara, e.g. — 'S' 

svara — 
1 matra =Sa;£ matra = S; 

i matra = S; ? matra =§; 

is matra =§;f matra =S^; 

j matra =!s. 

[Same signs are to be used for other svaras 
also] 



2 + i=l matra. Its application, e.g. — S Ri 
As(S-G) — S G./ S G 

Mid (S-M)H & M ( 

Gitkiri (NSRiS) — NiSRJS 
Kan ( M G)— M d. 
Gamaka on (S svara) — m S. 

+ 10 1 
Tala division — I I I I 
Sama (main beat)=+; Tali (consecutive 
beats)=l; phak (without stress)=0. 

End of gita •:• 

(3) Akdra-matrika Svaralipi paduhati 

( 3U*khiDi<* ■f^rfefq ■q^Ri) — 
Suddha (natural) svara— S R G M P D N 
Vikrta (flat and sharp) svara— W ?i ^ T 

[in English=r g m d n] 
(\) Mandra (Lower heptad) svara — Halant 

sign (/) under the svara, e.g. ^, Py, Q, etc. 
Tara (upper heptad) svara — Ref sign (/) 

above the svara, e.g. — S\ R, G, etc. 
Matra (duration) of 'S' svara : 

1 matra = S-T (?n) ; \ matra S: (*T:); 

H matra = S-T: OBI:); 1 matra =S u (^o); 
[Same signs will be applied for other svaras 

also] 

Two svaras in 1 matra = SR -T , GM-T etc. 

(TRT, TRT) 

Three svaras in 1 matra = SRG-T, GMP-T 

etc. (WTT, WIT) 
Four svaras in 1 matra = SRGM-T, RGMP-T 

etc. ( WTO, TWn) 

Res (continuation) = -(Sign of hyphen). 

As = S-T-R-T-G-T OHT-TWTT) 

Kan = G S'CTOT) 

Length of matra — 

One svara in 2 matras = S-T -T(fFT-T ) 

One svara in 3 matras = S-T -T -T(^TT -T -T ) 

One svara in 4 matras = S-T -T -T -T -T -T ) 

etc. 

Avagraha — Sign of Zero (o), e.g. — 
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G-TR-T-M-G-1 
Ta ba o ga 

Mid — Horizontal first bracket — ~-or ~e.g. 
R-T-P- T 

Divisions of Tala 12 0' 

I I I I 

Sama (main beat) sign = 1 above the tala 
division. 

Tali (consecutive beats) = 2, 3, 4, 5, numbers. 

Fak (unsounded beat) = Zero (0) or i. 

Virama (rest)= S-T-T-T. 

Returning to the line of composition (Kali) 
of Sthayl [See : Kali] = 

At the beginning fo Sthayi, II sign is given 
and also the same sign will be at the end 
of the Kali. II sign will be used in the case 
of other Kali also. In the very last tuk 
(stanza) of glta (song), II II sign will be 
given. If the song is to be completed after 
returning to Sthayi Kali or tuk, II II sign 
will be given. 

The first two-three letters (varna) of Sthayi 
are written within the sign inverted 
comma — " ", in the notation of the last 
line of Sthayl and of last tuk, if Sthayi part 
of the song starts one or two matras before 
sama. 

I sign is placed at the beginning and end of 
every tala-cycle of each tuk (stanza). I sign 
is also placed at the start of a line. I sign is 
carried on as usual till the return to Sthayl. 
During the recital of Sthayi, after singing 
or playing upto the portion of Kali (of 
sthayi), indication is given to switch over 
to other Kali with the sign-II, above the 
svara (two small thin lines). 

Repeat sign of song or melody = ( ) 

The sign for deletion of the portion of Kali 
within the repetition portion = ( ) 

Sign for alternate tune = [ ] 

(4) Pt. Bhatkhande Svaralipi paddhati 

Suddha (natural) svaras— Sa Ri G M P D Ni 
Vikrta (flat and sharp)— Ri G M D Ni- (Fla t 
= G, Sharp = M ) 



Mandra (lower heptad) svara — A dot under 

the svara (.), e.g. — D Ni etc. 
Tara (higher heptad) svara — a dot on top of 

the svara ('), e.g. — G M P ... etc. 
Matra (duration) — No sign is used for it. 

Individual separate position of a svara 

means — 

1 svara = 1 matra, e.g. Sa Ri G etc. 

Two svara in one matra = SaRi, GRi, SaSa 
.... etc. 

Three svaras in one matra = SaRiG, GMP 

etc. 

Four svaras in one matra = SaRiGM, 
MRiGRi .... etc. ' ' 

One svara in two matras = Sa -. 
One svara in three matras - Sa - - . 
One svara in four matras = Sa . 

I I I I 

Division of talas = * 2 0 3 (sign by 

drawing lines) 
Sama (main beat) sign = X; Fak (beat without 

stress) Sign = Zero (0). 
Sign of tali (consecutive beats) = numbers 2, 

3,4, etc. 

[In this system the signs of Sama, Fak and 

Tali are placed under notaion] 
Mid Sign = The sign above the svara, 

e.g. — Sa M. 
Gitkiri (Ri Sa Ni Sa) =(Sa). or (Ni Sa Ri Sa) = 

(Sa) 

Kan = G M. [See : Mid, Gitkiri] 

Slight pause in svara= the sign of comma 
(,), ie, — G M,. [Comma is used for 
utterance of each svara separately and 
clearly, it is used for making a svara- 
pattern distinguished. It comes in use for 
indicating vadi-sarhvadl etc. and is used 
for explaining Kala, i.e. division of collec- 
tion of svaras. Bhatkhande has used 
comma for showing division of matras. 
But, generally, comma is used for indi- 
cating indefinite short pause of time.] 

The letters of the lyrical composition are 
written below svaras. The places where 
there are no letters, the rule is to provide 
'avagraha' sign 'S'. If the song does not 
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start from 'Sama', the portion before sama 
of the fraction of division of tala has to be 
written on the extreme right-side of 
notation and this portion is not sung 
during repetition. Instead, this portion is 
rewritten at the end of the Kali. It there is 
any portion before 'sama' on the left side 
of notation, that portion has to be sung 
during repetition. 

(5) VisnudigambarSvaralipipaddhati (f^J 
R'lH* fcRfelf 1 ! "CRlfa) — 

Suddha (natural) svaras — Sa Re G M P D 
Ni 

Vikrta— (flat and sharp) Svaras —Re, G M 
UN- 

Mandra (lower heptad) svara — A dot above 

the svara (•) — e.g.-ISfi. 
Tara (higher heptad) svara — A line over the 

svara (i), e.g.— S\ 
Division of tala — a line next to the svara 

I I I I 
(1)— 1 5 + 10 

Sama (main beat) sign = 1, Tali (consecutive 

beats) the number of matras of tala. 
Fak (unsounded beat) = +. [The signs of 

Sama, Fak and Tali are given under 

notation.] 
Matra of 'Sa' svara — 
1 matra Sa = Sa; i matra Sa=Sa, 
i matra Sa = Sa; i matra Sa =Sa 
Length of svara — Sa S g [use of Avagraha 

sign] 

Pause of svara — Saj; [use of Comma] 
Kan — M P. 

(6) Tamilian comma-matrika Svaralipi 
(dlfHcfl ^Win** Wtfdfa) — 

Sapata (seven) svaras — S Ri G M P D Ni. 
Suddhatva (naturalness) and Vikrtatva (flat 

or sharp) — are decided according to the 

sign of Mela. 
For extra svara — *Sign is placed above the 

svara. 

Mandra (lower heptad) svara — A dot under 

the svara (•), e.g. — NI — etc. 
Tara (higher heptad) svara — A dot above 

the svara (•), e.g. — S.' 
Matra (duration) of S svara : 



1 matra=S; 2 matras=SI; 3 matras=SI, 
(comma sign); 

4 matra = SI; (semicolon sign); [It will be the 
same in case of other svaras] 

2 svaras in one matra = SRj 

4 svaras in one matra = SRiGM 

Gamaka = S_(The sign is mentioned, under 
S the svara. ) 

Avrohl gamaka = S/D, (The sign is used 
between two svaras). 

Tala = Starting sign (n) , two vertical lines. 

Sign of division = (i), one vertical line. 

Sign of completion = (n), two vertical lines. 

There are no 'sama' etc, in this system; there 
are finger movements such as ghata, 
visarjitam etc. and the divisions of tala are 
arranged in the form of laghu, guru, etc. 
Therefore, it has to be arranged according 
to 'aksara kala' after knowing about tala. 

Sign of ghata=x; Small finger=l; Ring 
finger=2; Middle finger=3; Visarjitam 
[See : Visarjitam] =V. 

The letters of lyrical composition are placed 
under svaras. Where there is no letter, a 
dot is placed at that place (.). 

Svara Saptaka (wwflti) — Arragnement of 
seven svaras together. [See : Saptaka] 

Svara-Sajna, (Svara nama) (WT?T*n, 
*<=kiih) — Names of svaras, e.g. — Sadja, 
Rsabha, Gandhara, Madhyama, Pancama, 
Dhaivata and Nisada. Short pronuncia- 
tion of these are Sa, Ri (Re), Ga Ma, Pa, 
Da and Ni. It has been prevalent in the 
'Ustad Mahal' (Congregation of experts) 
over a long time to pronounce RI as Re 
particularly in Hindusthani Sarigita in 
North India. No one pronounces the vikrta 
svaras (flat and sharp) differently. But if 
those are utterd as R G M D N devoid of 
akara or ikara it is more convenient to 
teach orally. [According to the Author]. 
While writing the svaras in notation it 
used to take the form of S Ri G M P D Ni, 
etc. [See : Svaralipi]. The vikrta svara may 
be written as Ro Go Mi Do No [According 
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to the opinion of Krishanadhan 
Bandopadhyay]. 

Out of the countries of the west, it was first 
in Greece where 1st, 2nd, 3rd and 4th 
svaras were called Tah, Ta, Toh and Teh. 
On the other hand names such as, Nete, 
Paranete, Trite, etc. were also there. In 
abbreviation form, the names were 
(descending scale)" a g f e d e b'. Later on, 
the saptaka (heptad) of the Western 
countries has become — Ut or Do, Re, Me, 
Fa/Fale, Soh/Sol, La/ Lah and Si or Te. 
In short form it is c, d, e, f, g, a, b. [See : 
Vedic-saptaka]. 

Svara-Sadharana (T^T ^TITT^T)— [See : 
Sadharana] 

Svara-Sahitya ■Hlf^rM) — According to 
Karnataka system it is sargam. The 
sargam performed in the song. [See : 
Sargam] 

Svara-sthana (Wl WT) — The danda or 
finger-board of instruments like vina etc. 
It is also called dandl , ghat. 

Svaradi (f^TTf^) — One who knows only 
'Marga-saiigita' (classical music). 

Svaranupata, Svarantara 1 (WI^MId, 
1) — The interval or ratio between two 
Suddha svaras (natural tones). It is the 
general name for interval of two Ssrutis 
(microtones) or more. [See : Svara- 
laksana] 

1. Ardhantara (Semitone) [interval of two 
Srutis]. 

2. Apurnantara (Minor whole tone) [interval 
of three Cruris]. 

3. Purnantara (Major whole tone) [interval 
of four Srutis]. 

4. Trtlyantara (Major or minor third). 

5. Caturthantara (fourth), etc. 

6. Pancamantara (fifth), etc. 
Svarantara 2 — (*=kkh 2) — A combination of 

four svaras. Song or tana consisting of 
four svaras. 
Svaravarta (Wld<fy— The portion in the song 



consisting of Sargam (notes of the heptad) 
which is used in Karnataka system. 

Svaravali (WI<=m!) — Name of a particular 
raga. A style of song used as Abhyasa- 
gana' (practice-song) (specially composed 
song for voice training). 

Svararhsa (^TTTT) — Half or one fourth of 
svara. 

Svarita (S^feT) — Utterance of Vedic svara or 
a prticular Sthana (position) of the svara. 
A particular svara placed in the madhya 
(middle) or Samahara Sthana (junction 
position). 'Sa' or 'Ma' or 'Pa' svara. 

Svarer Caturvidhatva ($$X — The 
four different characteristics achieved, 
when the seven svaras are judged from 
interval of £rutis (microtones). 

Svarer jati, Svarer laksana (T^J ^nf?T, 
?T$FT) — 1. Waves of svara (notes) or 
frequency — Every svara has its specific 
number of sound-waves or frequency. The 
numbers of waves of svaras with specified 
interval, are also fixed and the svaras are 
naturally related by special ratio. In the 
modern times it is regarded that if the 
frequency of 'S' is=240, then Ri is=270, 
G is=300, M is=320, P is=360, D is=405, 
Ni is =450 and 6 is=480. [Undoubtedly, 
there is a lot of controversy regarding this]. 
According to above mentioned calcula- 
tions, Major whole tone = ?, Minor whole 
tone = ij and semitone = If • [See : Svarer 
sruti-sthana] 

2. Svarer bal ba vyapti i^X ^cT oMlPkl) — 
(Volume of svara). Sounding the same 
svara loud or faint without changing the 
frequency as circumstances demand. 

3. With production of svara having quality, 
colourfulness, attaching kan (touch) svara 
and timber, many types of overtones are 
originated and as a result the same svara 
of the same frequency produced in 
different receptacles, achieves different 
and special colourfulness; due to this 
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reason, svara from Voice, Violin, Sitar, 
Sahnai can be identified correctly. Mistake 
is not made to distinguish svara from one 
to the other. 
Svarer prakara (T^J TOT) — (Types of 
svaras) — Svara is of two types, e.g. — 

A. (1) Adhikari, Acala — Svara, which does 
not have different forms, e.g. — 'S' and Y 
svaras. 

(2) Vikari — Svaras which have more than 
one form or have vikrta (distorted) forms, 
e.g. — Ri, G, M, D, Ni svaras. Each one of 
these becomes distorted. 

B. (1) Prakrta, Prakrta, Suddha— The present 
saptaka (heptad) has been created by 7 
svaras having forms of specific 
frequencies or state consisting of Srutis 
(microtones). The names of these svaras 
are S, Ri, G, M, P, D, Ni. 

(2) Vikrta, Komala o Tlvra (-Kadi)— 5 
remaining svaras (except S and P ) which 
are present in the saptaka (heptad) 
consisting of twelve svaras. The names of 
these are Komala (flat) Ri, Komala (flat) 
G, Tivra or Kadi (sharp) M, Komala (flat) 
D, and Komala (flat) Ni svaras. 
According to the opinion of the artistes of 
practical music, 7 srutis (microtone) out 
of 22 in a saptaka, in Indian music, are for 
7 suddha (natural) svaras. The remaining 
15 srutis express the vikrta (distorted) 
forms of svaras. [See : Sruti]. Their names 
in modern times are — 
Ri-Sakari, Atikomala, Komala, (suddha). 
G-Atikomala, Komala (suddha), Tivra. 
M-TTvra, TTvratra, Tivratama (P) 
D-Sakari, Atikomala, Komala, (suddha) 
Ni-Atikomala, Komala (suddha), Tivra 
(S) 

[See : Sakarl, Atikomala, Komala, 

Tivratara, Tivratama, Tivra] 

C. Though types of svaras are two in 

Hindusthani-paddhati, three are used 

according to name. e.g. — 

1. Suddha— 'S' and 'P' (Adhikari). 

2. Tivra (Tivar)— Ri, G, M, D, Ni, (Vikari). 



3. Komala— Ri, G, M, D, Ni, (Vikari). 
[Komal M=Acfual suddha (natural) — M] 

Svarer Sruti-sthana ("P^T ?iftTP>TH)— In 
ancient India the Srutis (microtones) used 
to be placed before the svara and their 
forms used to be in the successive order — 
4 s 3* 2 G 4 M 4 P 3 d 2 Nl [In Sadjagrama] 

In modern days, Srutis are placed after the 
svara and their forms are as follows : — 

(a) S 4 Ri, G 2 M 4 P 4 D, Ni 2 or 

(b) S 4 Ri,G 2 M 4 P 3 D 4 Ni 2 

According to ancient point of view, form 
(a) is correct. 

The values of ancient Srutis are not known. 
Therefore, there is controversy regarding 
what would be the ratio when Cruris 
numbering 4, 3, 2 etc. are mentioned. 

According to modern point of view — 4- 
srutis = | ratio; 3-srutis = -tj ratio; 2-srutis 

16 

= it ratio. 

Therefore, according to this calculation 
ancient saptaka (heptad) (of Sadjagrama) 
will be, in the successive order of — 
i s Jjki |c |m |p JSd I|ni |s 

Above mentioned (a) and (b) modern 
saptakas (heptads) will be — 

[i.e. Modern Bilavala thata] 

(U\ IS 2R. J3g lfa 9j> JOd 9s, 16£ 
\°> 8 9 15 8 9 8 15 

If taken S = 240 frequency [number of waves 
per second], the frequency of the portions 
of above mentioned modern sptaka 
(heptad) (a) and (b) will be as follows — 

(a) portion— Ri = 270; [240x|] 
G = 300; [270 * ^] 

M = 320; [300 * tI] 
P = 360; [320 x f ] 
D = 405; [360 * f ] 
Ni = 450; [405 * 
S = 480; [450 x ||] 

(b) Portion — S = 240 frequency. 
Ri = 270; [240x f] 

G = 300; [270 * 
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M =320; [300 x if] 
P = 360; [320 x |] 
D = 400; [360 x 
N = 450; [400 x |] 
S" = 480; [450 x jf ] 
Svarer £rutyantara (Ffa ?Jc*RTC) — (Interval 
of Srutis in svara) — According to one 



modern opinion the srutyantaras [See : 


SVutyantara] of 6rutis are as follow : — 


gruti 


Ratio 


Sruti 


Ratio 


1. 


ft 


2. 


If 


3. 


m 


4. 


ft[S] 


5. 


25 
24 


6. 


m 


7. 


ft[Ri] 


8. 


256 
243 


9. 


ft [G] 


10. 


ft 


it 


25 
24 


12 


256 
243 


13. 


ft[M] 


14. 


ft 


15. 


25 
24 


16. 


256 
243 


17. 


ft[P] 


18. 


ft 


19. 


m 


20. 


ft[D] 


21. 


256 
243 


22. 


ftlNi] 


Svaramalika (*«khiRt 


f35T) — A particular type 



of GIta-style based on Sasrra. 
Svaraksara (^TTSTC) — Letters, which express 

musical notes. This can be of two types, 

e.g. — Sadharana (general) and Sruti-yukta 

(consisted of 6ruti). e.g. — 
Sadharana svaraksara— S Ri Ri G G M rvl P 

DDNJNi. 
£ruti-yukta svaraksara — S Ri Rioo Riooo Ri 

Go Goo GGMMo lCloo Mooo 

P Do Doo Dooo D Nio Moo Ni Ni S\ 

or 

S Ri 1 Ri 2 Ri 3 Ri G 1 G 2 G 3 G M M 1 M 2 M 3 PD' 

D 2 D 3 D M 1 Ni 2 M 3 Ni S\ 
According to ancient opinion — S Ri 1 Ri 2 Ri 

G 1 G s G s G A M K M ill 1 M 2 M 3 (or P K ) P D 1 

D 2 DNi 1 Ni s Ni K M Ka Ni A S\ 
Svaravarta (wiqd) — A particular type of 

prabandha. [See : Prabandha] 
Svaravall (wiqcnl) — The svara aggregate of 



any raga or glta. A particular type of 

'Abhyasa glta' (songs specially composed 

for practising music) in Karnataka system. 

[The meaning of the word avail is alahkara 

(ornamentation)] 
Svarartha (^TT*f) — A particular type of 

ancient prabandha of 'Alikrama' class. 

[See : Prabandha, Gltariti] 
Svara-sahitya — Bengali term for 

composition (Piece of writing). Lyrical 

composition, which is meaningful or 

meaningless. 
Sva-sthana (^-WH) — The Adhara £ruti or 

the Sruti on which a svara is placed. 

Specific svara movement of ancient alapti. 

[See : Adhara Sruti, Alapti] 
Svahakara (■wi5i<w<) — A particular Sadava 

S\iddha tana (hexatonic svara pattern). 

[See : Tana] 
Svistakrt (Tw^^t) — A particular Sadava 

Buddha tana (hexatonic svara pattern). 

[See : Tana] 

HA ft?) 

HakiyatT (e=tTl«4ai) — Originated from the 
Arabic word Hakiyat, which means 
'malikana' (Royalty/ownership). A 
particular type of rural-song sung by the 
Muslim faqirs. 

Hanum, -Hanumat Todi (Fp, - S-jM^dli))— 
Name of a particular Karnataka raga. 
Number 8 Janaka-mela of Karnataka 
system. 

Hanumanta (?;jH-ci) — Name of a particular 
tala. 

Hapta (F^T) — Name of a particular tala. 

Harkat ($<*q) — It is an Arabic terminology, 
which means motion, action. Another 
name— 'Tarkib'. [See : Tarkib] 

Harasrhgara (fR'ffrc) — Name of particular 
raga. 

Hari (fft) — Name of particular tala. 
Harikatha (?1w«TT) — Bhajan (devotional 
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songs) type of songs of Karnataka- 
paddhati. 

Harikambhoji (fft^F'Tt^ft)— Name of a 
particular Karnataka raga. Number 28 
Janaka mela of Karnataka system. 

HaridasT-saram (eR<;i*fl UTT) — Name of a 
particular raga. 

Hari-nata (sRid) — Name of a particular 
raga. 

Harsa (^) — Name of a particular raga. 

Harsapuri (sH^pt) — Name of a particular 
ancient raga. 

Halak tana (1>?re> TTR) — A type of distorted 
or Ayayeb tana which is used in Khayal 
gana. [Halaq/Halak is an Arabic word, 
which means vocal chord.] [See : Tana] 

Hasita 0?fa<T)— [See : Alankara] 

Harhsa (t$) — Name of a particular raga. 
Name of a particular tala. 

Harhsa-y ukta raga-nama (e'«ti<w TFT-'HFf) — 
Names of ragas with prefix Harhsa — 
Hamsa-kinikini, Hamsa-dhvani, 
Harhsakri. (Hamsagiri), Hamsa-narayaru, 
Harhsasri, etc.. 

Harhsapada (s«h<;) — [See : Matra-vibhaga] 

HarhsalTla (^Tcftel) — Name of a particular 
tala. 

Hata- Vadya (smqm) — The open-handed 
playing of Stikhol, consisting of simple 
chanda (rhythm), which is played during 
the last stage of Katan of Kirtana-gana of 
Bengal. [See : Kirtana, Katan] 

Hatati, HatutI ¥T<J3t) — The instru- 

mental music played with 6rikhol and 
Karatala in sweet chanda (rhythm) at the 
beginning of kirtana gana. 

Hati-khedar gana (Hfit-£<K'IH)— A parti- 
cular type of folk music. [See : Loka Saftglta] 

Hambir, Hamblr-kalyana, Hamblr-nata 
(W^tl, W^R-'brUM, W^K-^— Name of 
a particular raga. 

Hambiri, Hamlrl (SIhUI, wM)- Name of 
a particular raga. 



Harvati (ei<qfl1) — Name of a particular raga. 
Harinasva (5iR"ii«T) — Name of a particular 

ancient murcchana. [See : Muucchana] 
Harmonium (W#T*W)— [See : Vadya] 
Haliya (eiPcm) — Name of a particular tala. 

Another name Thumari-tala. 
Halora (wftTT) — It is an Arabic terminology- 

'Halora', which means wave. The 

curveture of the durm of Esraj instrument. 
Halka (WraT)— [See : Tana] 
Haola ("^faftcTr) — A particular type of folk 

song of Chittagong area. Similar to 

Saheliya glti. 
Hadi (fffe) — Drum or belly of Esraj type of 

instruments. 
Hijaj (ff^ira) — Name of a particular raga. 

Hindol, Hindol (feuild, f^fa)— Name of 

a particular raga. 
Hindol\Hindol-yukta raga-nama (f^tcT/ 

feu^M <MHIH) — Names of ragas with 

prefix Hindol / Hindol — Hindol- kalyani, 

Hindol-bahar, etc. 
Hindol! (feu^Ml) — Name of a particular 

raga. 

Hindusthanl-sahgita (f^jfSJpft ^%5T)— 

[See : Sarigita (Hindusthani)] 
Him (1%^r) — Name of a particular raga. 
Him-ciradasi (fFH-Pq<<;ml) — Name of a 

particular raga. 
Hisab (\hww) — Rules of Sastras regarding 

raga and tala. 
Hissa (fe«ii) — Part, portion. 
Himkara (f^TR) — A particular 'Bhakti' of 

Vedic 'Samagana'. Ingredient, filling Kala 

(time) of Tala. [See : Pahca-bhakti, Kala] 

Hunkara Hurhkara, (l^H, f3>H)— [See : 
Alankara] 

Hudukka (4^*hl) — A particular type of 
musical instrument. [See : Vadya] 

Hulka (I?raT)— A particular Damaru type of 
instrument. Hudukka. 
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Hurumayi (|><?h4)) — A particular ancient 

'Desi' (regional) dance. 
Huseini (J^ft) — Name of a particular raga. 
Huseini-yukta raga-nama (|M ^ <I'HH) — 

Names of ragas with prefix Huseini — 

Huseini-kanara, Huseini-todl etc. 
Hrsyaka (s^^i) — Name of a particular 

ancient murcchana. [See : Murcchana.] 
Hem — Name of a particular raga. 
Hem-yukta raga-nama (t^TJ^T <I'HIH) — 

Names of ragas with prefix Hem — Hem- 

kalyana, Hem-khem, Hem-nata Hem- 

belavala, etc.. 
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Hema — Name of a particular ancient 

murcchana. [See : Murcchana] 
Hemal (t^) — Name of a particular raga. 
Hon (tffi) — It is the gitariti (song style) of 

Dhamar. [See : Glta-riti] 
Holi 1 (s&cft 1) — A particular type of rural 

song. Name of a particular raga. 
Holi 2 ("Ftcft 2) — It is a thumari type of song 

depicting spring festival. [See : Thumari] 
Hradamana (#I<HH) — [See : Alarikara] 
Hladamana (fRFTH)— [See : Alahkara] 



Appendix 



Gharana C^TTR!) — The actual meaning of 
gharana is family, high lineage. The 
significance in the sphere of music from 
this meaning is, a family of musicians, a 
lineage of distinguished musicians, 
musician lineage marked specially by 
name or place. Looking beyond this 
lineage, disciples, disciples' disciples have 
also become included in the gharana, in 
the later period. With regard to places, 
different families, different individuals 
have become connected with gharana and 
have propagated their own specialities. 

Gharana cannot be created by any ordinary 
person. Sincerity, worship, creativity, 
speciality and deep involvement are 
behind the creation of gharana. Gharana 
means some novelty bom out of the genius 
in the field of presentation, novelty in 
production, novelty in deduction and 
addition in different segments, novelty in 
creating parts, novelty in application of 
essential elements, novelty in style. The 
partners of the gharana present their own 
music by depending on this novelty. In 
general, a similarity of the gharana is 
observed to exist in that music. But if the 
musician is creative a difference in style 
is always felt, and it demonstrates that the 
art is creative; the art produced by 
immitation is not worth more than a 
farthing. That 'Bhahgi' or style is currently 
known as 'GayakV. It is a matter of regret 
that the word 'gayakl' is not widely used, 
the word is used only to convey the rtyle 
of the singer. No word has been formu- 
lated to convey the style of instrument 
players or dancers. It is very necessary to 



coin these two words, but it is irrelevant 
to discuss style in the topic of gharana in 
ordinary discussion. 
Origination of gharana takes place in two 
ways — (1) In the name of a person or 
lineage, (2) in the name of the place, e.g. — 

(1) Seni, Kavval, etc.; (2) Gwalior, Agra 
etc.. 

The gharanas may be divided into three 
classes : — (1) Gayaka-glwranas (Singers), 

(2) Vadaka gharanas (players), (3) Nartaka 
gharanas (dancers). 

There are subdivision of these classes : — 

(1) (a) Dhrupada, (b) Khayal, (c) Tappa, 
(d) Thumari gharanas. 

(2) (a) Bin and Rabab, (b) Sitar, (c) Sarod, 
(d) Sararigl, (e) Pakhavaj, (f) Tabla 
gharanas. 

(3) There are no subdivision of this (class) 
in HindusthanI paddhati (system). 
The following gharanas of the (above 
mentioned) classes are available if 
considered individually — 

1. (a) Dhrupad gharanas — (i) Seni, (ii) 
Gwalior, (iii) Tilmandi, (iv) Atrauli, (v) 
Jaipur, (vi) Agra, (vii) Udaipur, (viii) Betia, 
(ix) Banaras, (x) Bisnupur gharanas. 

(b) Khayal gharanas — (i) Kavval, 1st 
Delhi, (ii) Tilmandi, (iii) Lucknow, (iv) 
Gwalior, (v) Sikinderabad, (vi) Agra, (vii) 
Atrauli, (viii) Kirana, (ix) Jaipur, (x) 
Punjab, (xi) 2nd Delhi, (xii) Rangile, (xiii) 
Banaras, (xiv) Rampur, (xv) Sahaswan 
gharanas. 

(c) Tappa gharanas — (i) Lucknow, (ii) 
Banaras gharanas. 

(d) Thumari gharanas — (i) Lucknow, (ii) 
Banaras (iii) Punjab gharanas. 
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2. (a) Bin gharana — (i) Seni, (ii) Kirana, (iii) 
Ghadpure, (iv) Jaipur gharanas. It is to be 
mentioned that Rabab was limited within 
Sen! gharana only. 

(b) Sitar — (i) Sen!, (ii) Gwalior-Jaipur, (iii) 
Imdadkhanl gharana. 

(c) Sarod — (i) Rampur, (ii) Sen! gharana. 

(d) Sarahgi — (i) Kirana, (ii) Delhi, (iii) 
Punjab gharana. 

Esraj — (i) Gaya, (ii) Bisnupur gharana. 

(e) Pakhavaj — (i) Kudau Singh, (ii) Jot Singh, 
(iii) Keval Kishan, (iv) Jorabar Singh, (v) 
Punjab, (vi) Nana Panse gharana. 

(f) Tabla — (i) Delhi, (ii) Lucknow, (iii) 
Farukkabad, (iv) Ajrada, (v) Banaras, (vi) 
Punjab gharana. 

3. Nartaka gharana — (a) Lucknow, (b) 
Jaipur, (c) Kathak gharana. Some small 
gharanas have been omitted in this list, 
most of which have originated from one 
or the other of these big gharanas. 
Following are the details of lineage of 
gharanas. [With this, mention of disciples 
who preserved the gharanas is also done, 
where ever necessary.] 

[Sign of offspring -> and sign of disciple — 
suffix 'wale' means' belonging to'. 

Dhrupada Gharana (^R WTT) — 

(A) Seni gharana WTT)— 

Tansen -» Tantarang, Surat Sen, Saras Sen, 
Bilas Khan and Sarasvati. 

(i) Tantarang-*Sura)sen & Sufal Sen-»?... 
Fajil Sen-»Murad Sen-»Nur Sen, Sukh Sen 
and Bahadur Sen. 

Nursen->Ghulam Sen and Hassu Sen. 
Ghulam Sen->Uttam Sen->Alam Sen. 
Sukh Sen-»Rahim Sen. [See : Tata-vadaka 
gharana] 

Bahadur Sen ->Haidar Bakhs (Budh Pravin) 

(ii) Surat Se?i-»Suhil Sen->Sudhin Sen. 

(iii) Saras Sen->There has been no mention 
about his family any where. According to 
some opinion his name was Sarat Sen or 
Nichod Sen-»Hamir Sen->Sobhal Sen. 

(iv) Bilas K«an->Uday Sen, Dayal Sen and 
daughter. 



Uday Sen->Karim Sen-»Sidhar or Sudhar 

Khan-»Hasan Khan-»Gulab Khan-» 

Chajju Khan->Gian Khan, Jivan Khan. 

Chajju K/zan->Zaiar Khan, Pyar Khan, 

Basat Khan and daughter. 

Jafar K/z«n->Kazim Ali, Sadiq Ali, 

Ahammad Ali and Nisar Ali. 

Pyar Khan — (issue-less), disciple — 

Bahadur Husein 

Basat Khan- >Ali Muhammad, Muha- 
mmad Ali and Riyasat Ali. They were all 
issue-less. Muhammad Ali brought up a 
girl and got her married to Ali Bakhsh. 
Child from this marriage was Shaukat Ali. 
[According to one opinion. Ali Bakhsh 
was Muhammad Ali's adopted son. As 
per this opinion Ali Muhammad or Badku 
Miya had a daughter, although he had no 
son] 

Bahadur Husein or Bahadur Sen, son of 
Chajju Khan's daughter was the disciple 
of Pyar Khan. 

Gian KImn or Jhan Khan was issue-less and 

adopted Basat Khan. 

Jivan K/jfln->Bahadur Khan, Haidar Khan, 

[and Bakar Khan according to one 

opinion] 

No facts related to children of Bahadur 
Khan and Haider Khan are available. 
Kazam or Kazim /Wz'->Kasim Ali and 
daughter. 

Vazir Kiwn BInkar was the son of Kazim Ali's 
daughter. 

Sarasvati (daughter of Tansen)-»Sher Khan 
and Hasan Khan Binkar [through the 
marriage to Nabat Khan] [See : Tata-vadak 
gharana] 

(B) Gwalior Gharana C^#fn WTT) 
First : It started during the time of Raja 
Kalyan Malla, but no trace of formation 
of lineage is noticed in this gharana. The 
specialities of this gharana was kept up 
for some time through various disciples; 
after that, all its traces are gone. The 
masters in this gharana were : Bakhsu-* 
Husein Dhadi. 
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Bhannu->Guna Sen. 
Ramdas Mundia-* Surdas. 
Gir/w-+Parbm Khan 

Second : It is stretched from Tantarang to 
Alam Sen. [See : Senl-gharana] 

Third : It starts from Dhrupada singer 
Chintamani Misra of Gadadkar Mishra's 
lineage. 

Chintamani Misra — Narayan Shastri and 

Deoji (Ramakrishna) Buwa. 
Narayan SJiasf n'-Baman Buwa Phaltankar-> 

Lala Buwa or Shivram Shastri and Vishnu 

Buwa. 

Vishnu BMK>fl->Sakharam Phaltankar. 

Fourth : It is a Khayal gharana. The contro- 
versy regarding lineage of this gharana is 
very severe. Generally, the gharana is as 
follows — 

/4bdu//a->Pirbakhsh->Natthan Pirbakhsh, 

Kaderbakhsh->Natthu Khan. 
Natthan Pirbakhsh-^Hassu Khan, Haddu 

Khan. 

Hassu Khan-*Gu\e Imam-»Mehedi Husein. 

Haddu K7um->Muhammad Khan; Rahamat 
Khan and two daughters. 

Natthu K/MM->Nissar Husein Khan (adopted 
son). [Some opine that Pirbakhsh and 
Natthan Pirbakhsh were the name of the 
same person. According to one opinion 
Pirbakhsh had no issues, all the children 
belonged to Natthan Khan; in another 
opinion Pirbakhsh-*Kadar Bakhsh and 
Natthan Pirbakhsh]. 

In yet another opinion, Natthan Khan-* 
Natthan Kadar Bakhsh and Natthan 
Pirbakhsh. 

Kadar Bakhsh-tHassu and Haddu Khan. 

Pi'rfaWish-^Natthu Khan. 

(C) Atrauli Gharana : 

[No succession is found in this gharana. The 
singers say that Nath Visvambhar was their 
originator, who was a distantly related 
brother of Haridas Swami.] 

(1) Shahab K/ifln->Mantol Khan-»Karim 
Bakhsh [Dagur bani] 

(2) Imam Bakhsh— Khairati Khan (Nephew) 
-> Karim Bakhsh [Khandar bani] 



(3) Natthu Khan— Daulat Khan and Ali 
Ahmad Khan [Khandar bani] 

(4) Mantol Khan— Kutub Bakhsh (disciple)-> 
Ghulam Husein [Nauhar bani]. 

(5) Bhupat K7wM->Gulab Khan-»Nasir Khan 
and Ahmad Khan->Muhammad Khan 
[Nauhar ban!]. 

(6) Khwaja Ahammad K/uw-»Bashir Khan, 
Alladiya Khan, Haidar Khan. 
Alladiya Khan-* Nasiruaddin, Bada- 
ruddin and Shamsuddin Khan-» 
Ajijuddin. 

[According to one opinion Kadar Khan had 
two sons, named Khwaja Ahammad Khan 
and Jahangir Khan. 

Though members of this gharana were 
performers of Dagur bani dhrupada, they 
created a Khayal gharana by getting 
attracted to Khayal.] 

(D) Agra gharana — 

First gharana — 

Sujan Smg/j->Alak Das, Malak Das, Khalak 

Das and Lavang Das. 
Malak Das->Shyamrang and Sarasrang. 
Shyamrang^]angu Khan, Sassu Khan,Gulab 

Khan and Ghagghe Khuda Bakhsh. 
Jangu Kfejn->Sher Khan->Natthan Khan-* 

Muhammad Khan, Abdulla Khan, 

Muhammad Siddiq Khan, Vilayat Husein 

Khan and Nanhe Khan. 
Muhammad K/ian->Bashir Ahammad 

Khan— >Akil Ahammad Khan. 
Vilayat Husein K/uj«->Sharaf Husein and 

Yunus Husein. 
Ghagghe Khuda BaWis/i->Ghulam Abbas and 

Kalian Khan. 
Ghulam Abtas->Daughter->Faiyaz Husein 

Khan. 

Kalian K/ian-»Tasadduk Husein Khan. 

[This gharana used to practise Dhrupada of 
Nauhar bani. It turned into a Khayal 
Gharana from the time of Khuda Bakhsh. 
Now this gharana has been kept alive by 
disciples such as Asad Ali, Khadim 
Husein, Anwar Husein, Latafat Husein, 
Ata Husein and others. 

Second gharana^A few more singers are 
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available at Agra but nothing definite can 
be said about their gharana. All of them 
used to sing Khayal, some used to play 
instruments. 

(1) Nanhe Khan-»daughrter->Hamid Khan. 

(2) Salem Khan-»Pyare Khan->Latif Khan, 
Muhammad Khan and Raza Husein. 

(E) Saharanpur Gharana : 
Imam BaMs/i-»Bairam Khan and Haidar 
Khan. 

Bairam Khan-* Abban Khan and son->Akbar 
Khan and Saddu Khan or Sadat Ali 
Khan->Inayat Khan->Riazuddin Khan. 

Haidar Khan — (in one opinion Ghulam 
Bhik)->Muhammadjan Khan-> Zaki- 
ruddin Khan and Allabande Khan. 

Zakiruddin K7ian->Ziauddin Khan->Zia 
Mahiuddin. 

Allabande^Nasiiuddin, Rahimuddin, 
Imamuddin and Huseinuddin or Tansen 
Pande. 

Nasiruddm->Aminuddin, Mainuddin, Zahi- 
ruddin and Faizuddin. 

RrtWm«tfdm->Fahimuddin. 

Imamuddin^Alimuddin and Salimuddin. 

Huseinuddin-+Satyadeo Pande. 

[From the time of Rahimuddin Khan, this 
gharana introduced itseif as Dagur 
Gharana and the singers adopted the 
title — Dagur. Some opine that this 
gharana started from Haridas Dagur 
while some others say that Bairam Khan 
became the disciple of Kalidas Dagur, 
although the dynasty started from Masnad 
Ali during the time of Akbar.] 
According to one opinion, Bande Ali Khan 's 
Dhrupada gharana was at Saharanpur. 
The origin of this gharana started from 
Khalifa Muhammad Zama, the disciple of 
Nirmal Shah Seni. 

Muhammad Zama — Allarakkhe Khan-> 
Ghulam Taki, Ghulam Zakir, Ghulam 
Azam, Ghulam Kasim, Ghulam Zamin. 

Ghulam Zflfcir-^Bande Ali Khan-»Two 
daughters. [They were married to 
Zakiruddin and Allabande.] 



Name of Bande Hasan Khan and son Zimda 
Husein Khan are available as the 
gharanedars (belonging to the gharana) of 
Khayal of Saharanpur. 

(F) Betia Gharana : 

This gharana started from Seni Haidar 
Khan's disciple Anand Kishore. 

Anand Kishore — brother Nawal Kishore, 
Baktavar, Sadashiv Rao. [In another 
opinion, Anand Kishore was the disciple 
of Shivdayal Misra.] 

Baktavar — Shivnarayan, Guruprasad Misra. 
According to one opinion, Ramghulam — 
nephew Daulatji and Bakhtavarji (disciple 
of Raja Vishwanath Singh) — nephew 
Baldeoji. 

Sad<Js/iiy->Vishwanath Rao. [Kantaprasad 
and Jwalaprasad were also artistes of this 
gharana but the name of their guru is not 
known. Perhpas they were disciples of 
Nawalkishore.] 

S/iii>nflr<jyan-»Radhikaprasad Goswami, 
Vinod Goswami, Shyamsundar Misra and 
Vishwanath Rao. 

GwrHpnjsflcf->Radhikaprasad Goswami, 
Gopeshwar Bandopadhyay, Jadumoni, 
Shashibhushan De. 

Radhikaprasad Gos7<;amz'->Govindaprasad 
Goswami and brother Nakudchandra 
Goswami, nephew (brother's son) 
Jnanendraprasad Goswami, Mahindra- 
nath Mukhopadhyay, Girijashankar 
Chakravarti, Kaderbakhsh, Jogindranath 
Ray, Kishorimohan Bhaskar, Dhirendra- 
nath Bhattacharya, Bhutnath Bando- 
padhyay, Jogindranath Bandopadhyay, 
and others. 

Mahindranath Mukhopadhyay — Lalit Mukho- 
padhyay. 

(G) Banaras Gharana : 

(1) Dilaram Misra — Jagaman Misra-* 
Thakurdayal->Manohar, Haraprasad and 
Vishweshwar. 

Mano/jflr->Ramkumar-»Govindadas, 
Lachmiprasad and Keshavdas. 

Haraprasad or P«rs«do->Shivsahai and 
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Ramsevak-»Pashupatisevak and Shiv- 
sevak-»Ramikisan, Bhawaniprasad and 
Vishnusevak. 
[Practice ofKltayal started in the First Gharana 
ofBanaras from Parsado's time. He was the 
disciple of Shadi Khan. According to 
another opinion, Khayal was introduced 
in this gharana from the time of 
Thakurdayal; Parsado took talim (lessons) 
in tappa from Khalifa Shadi Khan. Others 
opine, his talim in tappa was from Shadi 
Khan's father Gammu or Gamu Khan]. 

(2) Gopalprasad, Lachmiprasad and 
Saradasahai — three brothers. According 
to one opinion, their forefather was 
Chintamani Misra of Delhi. But no other 
information is available about their 
forefather. 

Gopalprasad — Gopalchandra Chakravarti — 
Satkadi Malakar, Ramtaran Sanyal, Ram- 
prasanna Bandopadhyay. 

Lachmiprasad — Ksetramohan Goswami — 
Shaurindramohan Thakur, Kaliprasanna 
Bandopadhyay, Krishnadhan Bando- 
padhyay. 

Saradasahai — Jadumoni. [Lachmiprasad and 
Saradasahai became expert in Khayal and 
instrumental music]. 

(3) Shivdayal Misra (disciple of Karim Sen) — 
great grandson Jaykaran Misra — Bade 
Ramdas and Bholanath Pathak. 

(4) Sadiq v4/i?->Bakar Ali=Asgar Ali and 
disciple — Munne Khan, Chunne Khan, 
Shibendranath Basu. [This gharana 
specialises in Tappa] 

(H) Bishnupur Gharana : 

Ramshankar Bhattacharya-tRamkeshav 
Bhattacharya. [This gharana was kept 
alive through disciples, as the familywise 
training was limited only upto the son]. 

Ramshankar^Ksetramohan Goswami, 
Keshablal Chakravarti, Dinabandhu 
Goswami, Anantalal Bandopadhyay and 
Ramkalpa Mukhopadhyay. 

Ksetramohan Goswami — Kaliprasanna 
Bhattacharya, Girishchandra Bhatta- 
charya and Ksetramohan Bandopadhyay. 



Kaliprasanna Bhattacharya-* Amarnath 

Bhattacharya. 
Keshablal Chakravarty ^Ramtatan, Ram- 

sundar and Ashutosh. 
Dinabandhu Gosrtf<?mi'->Ganganarayan 

Goswami. 

Anantalal Bandopadhyay— >Ramprasanna, 
Gopeshwar, Surendranath and Ram- 
krishna. 

Anantalal Bandopadhyay — disciples Ram- 
kumar Bandopadhyay, Kartikchandra 
Bandopadhyay, Ambikacharan Bando- 
padhyay, Bipinchandra Chakravarty, 
Haradhan Chakravarty, Udaychandra 
Goswami, Prasanna Kumar Dasgupta and 
Nitaichandra Modak. [Jadu Bhatta or 
Jadunath Bhattacharya and Radhika- 
prasad Goswami learnt under Ram- 
shankar Bhattacharya and Anantalal 
Bandopadhyay respectively, in their early 
life, hence, some include them under 
Bishnupur gharana]. 

Ramprasanna-*]ogeshchandra. 

Ramprasanna — disciples Satyakinkar 
Bandopadhyay, Anadi Chakravarti, 
Haridas Chakravarti and Bhaskar 
Shakhari. 

Gopes/n^ar->Rameshchandra Bando- 
padhyay, Ganeshchandra Bandopadhyay 

Gopershwar — disciples Satyakinkar Bando- 
padhyay. Bhupeshchandra Bando- 
padhyay, Atulkrishna Bandopadhyay. 

SureMdn7Hflf/i-»Bindhyabasini Devi. 

[Other family members who are present, 
have taken talim in Khayal, Tappa and 
instrumental music and are also following 
specialities of other gharanas. They are, 
Pareshchandra and Asheshchandra — sons 
of Ramprasanna; Gopeshwar's sons 
Nareshchandra, Maheshchandra; Satya- 
kinkar's son Amiyaranjan]. 

(I) Mathura gharana : 

First gharana : Baulibaba-^Ambaiam]i, 
Chandan Chaube and Ratanji. 

Chandan C/wwbe->Balji and nephew (sister's 
son) Lachman Chaube. 

Balji — Deoj ibuwa . 
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Second gharana : Bansidharji — Govinda- 

singhji's son Ganeshilalji Chaube and 

Chukkhalalji Chaube. 
Third gharana : Pan Khan— »Bulaki Khan— > 

Mehtab Khan-*Mirabakhsh Khan-> 

Guldin Khan and Najir Khan. 
Guldin K/tan-»Kale Khan->Ghulam Rasul 

Khan. 
(J) Hapur Gharana : 

First gharana : Kayam Klian-*Nizam Khan-* 
Wazir Khan, Yusuf Khan and Sadaruddin 
Khan. 

Wazir K/i«n->Pandu Bua — Sadaruddin 
Khan — Amir Bakhsh. 

Second gharana : Alibakhsh Khan-* 
Muhammad Siddiq Khan-»Nisar 
Ahammad and Nasir Ahammad; and 
disciples Inayat Khan, Baba Ramprasad, 
Ahammad Khan, Shabbu Khan and 
Abdul Aziz Khan. [Khayal Gharana] 

(K) Fatehpur Gharana : 

Dulhe Khan — Ghasit Khan and Chote Khan. 

Seni Haidar Khan — Ghasit Khan — 
Maulabakhsh Ghise Khan — Ganpat Rao 
Gopal Verve-»Manohar Varve. 

Chote Khan + Srijan Bai— »Khadim Husein. 

[Chote Khan later created a Pakhavaj 
gharana]. 

(L) Khurja Gharana : 

Natthe Klmn—>]odhe Khan— >Imam Khan— > 
Ghulam Husein Khan — Ghulam Haidar 
Khan and Jahur Khan— >Altaf Husein 
Khan— »Muhammad Wahid Khan and 
Mumtaj Ahammad Khan; and disciple — 
Azmat Husein. 

Ghulam Haidar Khan — Abdul Hakim Khan. 
In another opinion Imam Khan's two 
sons — Ghulam Husein and Johur Bakhsh 
Khan. 

Ghulam Husein Khan's son— »Gafur Bakhsh 
and Ghulam Haidar-> Abdul Hakim. 

Jahur Bakhsh 's son-* Altaf Husein-* Wahid 
Husein and Mumtaj Husein. [Though this 
gharana practised dhrupada initially, it 



gradually turned into a Khayal gharana]. 

(M) Punjab Gharana : 

[No particular family is found named as 
Dhrupada gharana of Punjab, though lists 
of gharanas in the names of Tilmandl or 
Talwandl, Shyamchaurasi, etc. are 
produced]. 

(1) Tilmandi or Talwandl— 

First gharana : Karam K/w«->Rahim Bakhsh-* 
Maula Bakhsh-* Ajim Bakhsh-* Abdul 
Gani. 

Second gharana : Allanur K/i<jn-*Aman 
Khan->Basir Ahammad and Jamal 
Ahammad Khan— ^Rahman A 1 i — > 
Rahimdad Khan-*Shafiullah Khan and 
Muhammad Kabir Khan-> Chote Khan-* 
Shafiullah Imam->Shitab Khan->Mitthu 
Khan->Fida Husein and disciple Mehedi 
Husein Khan. 

[Though this gharana practised Dhrupada 
and Khayal initially, it took up Khayal as 
the only subject to learn, from the time of 
Shafiullah Khan]. 

(2) Shyamchaurasi Gharana : — It started 
from Chand Khan and Suraj Khan-> 
Karim Bakhsh and Inayat Khan. 

Karim ZM/!s/i-»Ahmmad Ali and Vilayat 
Ali— > Salamat and Nazakat Ali. 
In another opinion the gharana started 
from Sliah /a/a/— >Vichitra Khan and Chitra 
Khan->Barkat Khan anc Man Khan-* Lai 
Khan and Channu Khan-»Himme Khan 
and Kadar Bakhsh-> Masur Khan and 
Muhammad Khan— >Maula Bakhsh and 
Shamsuddin Khan — Inayat Khan and 
Karim Bakhsh and others. [It is said that 
this gharana used to practise Dhrupada 
and Khayal] 

(3) Patiala Gharana : 

It started by imitating the characteristics of 
Gokhibai and therefore its progress 
followed the teachings of Bairam Khan. 
After that, this gharana received talim of 
Tanras Khan. 
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Kallu or Kallu Khan was the first person of 
this gharana-»Fateh Ali, Ali Bakhsh and 
daughter. 

Fateh Ali-*Ashiq Ali and disciple — Kale 
Khan and Ali Baksh Kasur Wale— > Barkat 
Ali, Mubarak Ali, Aman Ali and Bade 
Ghulam Ali— > Munabbar Ali. 

Ali Bakhsh-* Akhtar Husein. Daughters 
Miyajan Khan. [This is a Khayal gharana] 

(N) Delhi Gharana : 
[Dhrupada gharana in Delhi is in reality 
Seni gharana and gharana of the disciple 
families. Kavvals also used to take talim 
in Dhrupada. But no succession of this 
gharana has been observed] 

First Delhi (Kavval) Gharana : 

Kammu Khan->Nazh Khan-»Rajjak Ali-» 
Abid Ali-»Ali Raza-»Vilayat Ali and 
Torab Ali-> Wahidulla Khan. 

Second Delhi (Kavval) gharana : 

Hosir K/zan->Shakkar and Makkhan Khan. 

Shakkar Khan->Bade Muhammad Khan, 
Bade Ahammad Khan, Rahamat Khan 
and Himmat Khan. 

Muhammad K7ian->>Munabbar Khan, Aman 
Ali, Mubarak Ali and Faiyaz Khan. 

Ahammad Khan-+Bakar Ali. 

Himmat K/ian->Waris Ali and Inayat 
Husein. 

Munabbar K7j<m->Dilavar Ali Khan and 
Karam Ali Khan. [Kutub Ali Khan and 
Murad Ali Khan's names are also available 
among the names of Muhammad Khan's 
sons. In one opinion Bakar Ali was also 
the son of Muhammad Khan. Some say 
Dilavar Ali was the son of Mubarak Ali. 
There is controversy regarding the 
number of sons of Munabbar Khan. Some 
say that he had four sons, e.g. — Dilavar 
Khan, Karam Ali Khan, Nabban Khan and 
Nazir Khan. Some say, there were five 
sons, e.g. — Karam Ali Khan, Dilavar 
Khan, Mirabakhsh, Tannu Khan and 
Husein Khan-*Karim Ali Khan and 
disciple — Phulji Bhatta.] 



Third Delhi (Kavval) gharana : 

Acha Pal (Son of Kadar Bakhsh)-* Kutub- 
bakhsh or Tanras Khan-»Ghulam Gaus 
Khan and Umrao Khan->Sardar Khan 
and disciple Abdul Aziz Khan. 

Fourth Delhi (Kawal) gharana : 

Kadar Bakhsh-^Tanras Khan, Haidar Khan 
and Madar Khan. 

Tanras K7uj«->Umrao Khan and Ghulam 
Gaus Khan — Abdul Rahim Khan and 
Abdul Karim Khan. 

Haidar Kfajw-»Shabbu Khan — Pyare Khan. 

Fifth Delhi (Kavval) gharana : 

Shadi /C/ian-»Murad Khan-»Bahadur 
Khan— > Dilavar Khan. 

Sixth Delhi (Kawal) gharana : 

Bade Change Khan — Chajju Khan — Haidar 
Bakhsh — Badal Khan — Chajju Khan 
[Sarahgl became the main stay in this 
gharana from the time of Haidar Bakhsh. 
The real identity of this gharana is not 
known] 

Seventh Delhi (Kavval) gharana : 

Allabakhsh KJian and Umar Khan-*?— >Saungi 
Khan— >Samman Khan, Mamman Khan, 
Sughda Khan and Kale Khan. 

Samman Khan— >Ramjan Khan and Sultan 
Khan. 

Mamman Khan— >Chand Khan, Jahan Khan 
and Usman Khan and disciple — grandson 
Hilal Ahammad, Nasir Ahammad, Jahur 
Ahmmad and Jafar Ahammad [Sarahgl 
used to be played in this gharana; Khayal 
is being practised from the time of Chand 
Khan.] 

(O) Secendrabad Gharana : 
First gharana : 

lmambakhsh Atrauliwale's Ramzan Khan (Mh/a 
Rangile) and Subhan Khan — Muhammad 
Ali — Fida Husein and Safdar Husein — 
Faiyaz Khan Agrewale. [This gharana is 
famous as Rangile gharana.] 

Second gharana : 

Kutub Bakhsh or Kutubuddaula and Makhdum 
Bakhsh->Haidar Bakhsh-> Ahammad 
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Khan, Umar Khan and Abdul Latif-» 
Nasiruddin Gore, 
Third gharana : 

Ali Bakhsh-+Tarmu Khan and Maste Khan— > 
Muzaffar Khan->Munabbar Khan and 
Anbar Khan. 

Fourth gharana : 

KutubAli— >Ghulam Abbas and Fida Husein. 
Fifth gharana : 

Rahamat li//a->Azmat Ulla, Kifayat Ulla, 
Kudrat Ulla and Inayat Ulla. 

Kifayat Ulla— »Ahamujjama, Mahamujjama 
and Badarujjama-»Shafiujjama. 

KMdratMZ/fl->Muhammad Ali (No. 2). 

(P) Kirana Gharana : 
[The history of this gharana is contro- 
versial. There is confusion regarding the 
relationship among the singers who lived 
there]. 

In one opinion — Rahim Ali— >Wajid Ali and 
Shahab Khan. 

Wajid Ali^> Abdulla Khan, Sende Khan and 
Kale Khan— »Abdul Karim, Abdul Gani, 
Abdul Haq and Abdul Majid. 

Shahab Khan— >Nanhe Khan. 

In another opinion — Rahim AU-+ daughter + 
Ghulam Zakir— >Bande Ali Khan — Nanhe 
Khan — Abdul Rahman Khan and Haidar 
Khan, Azim Bakhsh and Maulabakhsh. 

Abdul Rahman KItan — Abdul Karim Khan. 

Haidar Khan— Abdul Wahid Khan. 

Rahman Bflfc/isfr— >Majid Khan and Hamid 
Khan. [Generally Khayal and Sarangl were 
practised in this gharana. There was 
connection with Delhi regarding Kliayal. The 
style of Khayal changed due to the 
influence of Bande Ali. The old Kirana 
gharana has ended, but the new gharana 
is still alive through disciples.] 

(Q) Lucknow Gharana : 

First gharana : 

(disciple of Sadararig) Ghulam Rasul and 

Miyajani (Kavval bacche) 
Ghulam R<isw/-»Miya Shori-»adopted son-> 

Ashraf Khan and disciple Suleiman. 



Miya Shori — Gammu Khan-»Shadi Khan — 

Parsado and Imam Bandi. 
Second gharana : 

Rahamat Khan (Kavval)— Rajjab Ali and 
Fazle Ali. 

Rajjab Ali — Suleiman (son of Murad Ali 

Kavval) — Bade Munne Khan. 
Third Gharana : 

Sadiq Ali (Kavval) — Ganpat Rao, Maujuddin 
Khan. 

Ganpat Rao — Sajjad Husein, Gafur Khan, 
Gauharjan, Malkajan, Haidarpiya. 

[This third gharana is famous for thumari. 
Maujuddin Khan also belongs to this 
gharana, but the disciple he trained at 
Banaras, mixed up Banaras style with the 
style of this gharana and in course of time 
turned it to Banaras gharana. Thumari of 
old style were prevalent everywhere at 
that time.] 

Fourth gharana 

Wajid Ali Shah and Kadarpiya built up this 
gharana. Though, many disciples had 
accepted the characteristics of this 
gharana, no other name is directly 
available except that of Pyara Sahib. This 
is a thumari gharana. 

Fifth gharana : 

Bahadur K7;fln-»Amin Khan-»Jainul Abedin 

Khan (Bade Miya) and Chote Miya 

(+Choti Bibi)— > Babu Khan. 
(R) Muradabad Gharana : 
Dilavar Husez'n— >Nazir Khan and Chajju 

Khan, Vilayat Husein and Khadim 

Husein. 
Nazir K/km— >Mubarak Ali. 
Chajju K/ifln->Fida Husein and Aman Ali. 
Khadim HMS«'«->Layak Ali (adopted son). 
[Chajju Khan and others are called Bhindi- 

bazar wale.] 
Sahaswan Gharana : 
First gharana : 

Serii Bahadur Husein Khan 's disciple Inayat 
Husein, Ali Husein and Muhammad 
Husein Khan. 
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lnayat Husein— ^daughter + Mushtaq Husein 
and disciple — Nazir Khan, Chajju Khan, 
Mushtaq Husein Khan and Haidar Khan. 

Haidar Khan— >Fida Husein— »Nissar Husein 
->Sarfaraj. [According to one opinion, 
lnayat Husein's father's name is Mehboob 
Khan. lnayat Husein also learnt under 
Haddu Khan, Sadiq Ali Khan Kavval.] 

Second gharana : 

Mehboob Khan Daras and Puttan Khan's 
disciple (Kalian Khan's son) — Ashiq Husein 
and Mushtaq Husein-> Ishtiyaq Husein and 
Ishaq Husein [Mushtaq Husein received 
only little talim from Mehboob Khan but 
on the other hand he had received 
extensive talim from Puttan Khan, lnayat 
Husein Khan, Wazir Khan.] 

Mushtaq Husein — Son-in-law Ashfaq 
Husein, Sabdar Husein, and Abbar 
Husein [The three brothers who were his 
disciples, were the sons of relative Babu 
Khan.] 

Third gharana : 

Disciple of Haddu Khan — (Aulabakhsh's 
son) Imdad Husein K/jan— >Amjad Husein 
and Wajid Husein. 

(T) Hyderabad Gharana : 
[Many musicians came to Hyderabad but 
they did not create any gharana. Only a 
few disciples took talim from them. 
Even with the presence of Wazir Khan and 
Yusuf Khan, Tanras Khan, Ali Bakhsh, 
Banne Khan and others, no disciple 
community was formed in Hyderabad, on 
the contrary opportunities came for the 
formation of one or two gharanas through 
talim from outside.] 

First gharana : 

Jainul Abedin (Bade Miya) and Muzaffar 
Khan's (Chote Miya) disciple Mahadev 
Bua Gokhle-»Ganapati Bua, Vishnu Bua, 
Shivram Bua, Krishna Bua. 

Ganapati Bua— »Sadashiv Bua and Antu Bua. 

Bishnu Bun— »Mahadev Shastri. 

Krishna Bwa— >Vishwanath. 



[Though trained in Hyderabad, the places 
of activity of the Gokhle family were 
Kolhapur, Miraj, etc.. Because of this 
uncertainty, (of places) this gharana is 
called Gokhle gar ana. \ 
Second gharana : 

Ghagghe Nazir Khan 's disciple Chimanlal, 

Nathulal — Motiram, Jyotiram. 
Mofi'ram-»Maniram , Pratap, Jasraj. 
Jyotiram— >Puran. 

[This gharana is known as Mewati 

gharana.] 

(U) Rajya Sarhslista Gharana : (Gharanas 

connected with states) 
First, Mysore state : 

Disciples of Gwalior gharana, Delhi gharana 

and Agra gharana. 
Second, Baroda state : 

(i) Ghasit Khan 's disciple Maulabakhsh Ghise 
Khan— »Murtuja, Alauddin Khan and 
Khatijabibi-»Inayat Khan and others. 
[There is no special name of this gharana] 

(ii) Fateh Muhammad Khan's son Faiz 
Muhammad and Ghasit Khan. 

Faiz Mu/wwwiad-»daughter + Faiyaz Khan. 
[Grand father of Faiz Muhammad was 
disciple of Natthan Pirbakhsh.] 

(iii) Faiyaz Khan of Agra gharana — Ata 
Husein — Tasadduk Husein. 

(iv) Fida Husein of Sahaswan gharana — 
Nissar Husein. 

Third, Kolhapur State : 

(i) Haidar Khan of Atrauli Gharana and 
AUadiya K/zan— >Bhurji Khan. 

(ii) Munglu Khan of Dewas-»Rajjab Ali 
Khan. 

[Rajjab Ali Kavval was also the disciple of 
Kirana Gharana]. 

(iii) Haidar Khan of Kirana. 
Fourth, Indore state : 

(i) Nasiruddin Khan of Saharanpur gharana. 

(ii) Keshav Rao Apte of Gwalior gharana. 
Munabbar Khan, Hafiz Khan. 

[Chintamani Misra — Narayan Shastri — 
Keshav Rao Apte. In another opinion, 
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Keshav Rao was a disciple of one of the 
branches formed by disciples of Baiju 
Bawara]. 

(iii) Chajju Klian, Muradabadwale's disciple 

Shahmir Khan— » Amir Khan. 
Fifth, Hyderabad State : 

(i) Murad Ali Khan and Ghulam Sarvar Khan 
of Amroha — Tufail Husein and Taslim 
Husein. 

(ii) Muhammad Ali Klian Secendrabadwale, 
son of Kudratulla. 

(iii) Gwaliorwale Banne Khan [Banne Khan 
was Haddu Khan's disciple] 

(iv) Wazir Khan, Yusuf Khan, Hapurwale. 
Alibakhsh Khan— >Muhammad Siddiq 

Khan-»Nisar Ahammad and Nasir 
Ahammad Khan. 

(v) Tanras Khan of Delhi gharana— ►Umrao 
Khan. Haidar Khan's son Shabbu Khan. 

(vi) Shahdarewale Mahmud Khan's son 
Mashit Khan. 

(vii) Gudyanlwale Kalban Khan 's son Habir 
Khan. 

Sixth, Udaipur state : 

Zakiruddin Khan of Saharanpur-»Ziauddin 

Khan— »Mahiuddin. 
Seventh Jaipur state : 

(i) Sadaruddin Khan (Hapurwale) — Amir 
Bakhsh — Karmat Khan — Vilayat Husein 
Khan. 

(ii) Mubarak AH Khan Kavval — Husein 
Khan— »Karim Ali. 

(iii) Sadarahg's disciple, Manrang's family 
member Muhammad AH Khan Kothiwal^ 
Ashiq Ali Khan, Ahammad Khan. 

Eighth, Rampur State : 

(i) Belonging to Seni family, nephew and 
adopted son of Pyar Khan, Bahadur Khan 
or Bahadur Sen — Nawab Haidar Ali Khan, 
Buniyad Husein Khan, Inayat Husein 
Khan. 

Haider Ali Khan— »Sadat Ali Khan or 
Chamman (Sahib) Khan and disciple 
Wazir Khan. 

Buniyad Husein-+Mehedi Husein and 
Khadim Husein. 



Inayat Husein — Mushtaq Husein->Ishtiyaq 
Husein, Ishak Husein. 

(ii) Seni family's Chajju Khan's son Basat 
Khan's offspring Muhammad Ali — Sadat 
Ali or Chamman Khan (Sahib) — Mehedi 
Husein. 

(iii) Seni family's Chote Nabat Khan's 
offspring, Umrao Khan 's son Amir Khan — 
Nawab Haidar Ali, Buniyad Husein and 
son— >Wazir Khan. 

(iv) Kavval gharana's Bakar Ali — Buniyad 
Husein->Mehedi Husein and Khadim 
Husein. 

[Others who came from outside, did not 
build up any gharana of singers in 
Rampur], 

(A) Other little known singer gharanas : 

(i) Nurrang — Ganganarayan Chatto- 
padhyay — Jadu Bhatta, Haraprasad 
Bandopadhyay. 

Jadu Bhatta — Radhika Prasad Goswami, 
Nagendranath Bhattacharya, Haricharan 
Karmakar, Jatindranath Mukhopadhyay. 

Haraprasad Bflndoprtd/ii/m/— >Durgaprasad 
Bandopadhyay-»Kaliprasad Bando- 
padhyay and — Krishnadhan Bhatta- 
charya-»Uday Bhattacharya — Itu Bando- 
padhyay (sister) and son Arun Bhatta- 
charya. 

Haricharan Karmakar — Emdad Khan, 
Chandranath Ray, Banawarilal Goswami. 

Emdad Khan — Radharaman Basak, Narendra- 
nath Sen, Jogendrakishore Raksit. [They 
are all singers of Dhaka. In Dhaka, there 
was a singer-gharana of Habib Miya — 
Hasnu Miya — Radhikamohan Ray — 
Rohinikumar Ray Karmakar. Radhika- 
mohan became a singer from family side 
also. 

Brajamohan Rfly-»Gopimohan Ray and 
Anandamohan Ray. 

Gopimo/m«->Harimohan Ray. 

Anandamohan— >Radhikamohan Ray. The 
other gharana of Dhaka was of Hriday- 
nath Ray, son of Dewan Haragovinda Ray. 
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Rajmohan Ray and others — Hridaynath 
Ray — Ishan Ray]. 

(ii) Nihalchand — Pramathanath Bando- 
padhyay — Kumudeshwar Mukho- 
padhyay, Mohinimohan Misra, Shital 
Mukhopadhyay, Bimalaprasad Chatto- 
padhyay, Shachindranath Mitra, Prabodh 
Chandra Das 

(iii) Rasul Bakhsh — Ramdas Goswami — 
Upendrachandra Ray, Nimaicharan Gho- 
shal, Harinarayana Mukhopadhyay... . 

Upendrachandra Roy — Bipinchandra Chatto- 
padhyay — Tarapada Chakravarty — 
Usharanjan Mukhopadhyay — Dr. Pradip 
Kumar Ghosh. 

(iv) Ganganarayan Misra — Madan Mohan 
Barman — Dakshinacaran Sen. 

(v) Ahammad Khan— Nagendranath Bhatta- 
charya — Nagendranath Dutta, Nirmal- 
chandra Chattopadhyay; 

Nagendranath Dutta — Bibhuti Dutta, Bhish- 
madev Chattopadhyay, Shachindas Matilal, 
Siddheshwar Mukhopadhyay, Shivkumar 
Chattopadhyay, Bijan Bose... . 

(vi) Alibakhsh — Aghor Chakravarti — Gopal 
Bandopadhyay, Nikunjabihari Dutta, 
Amarnath Bhattacharya... . 

Gopal Bandopadhyay — Jaykrishna Sanyal. 
Nikunjabihari Dutta Swami Prajnanananda. 

(vii) Darbhanga gharana : 

Bhupat Khan Seni — Radhakrishna Mallick 
(and Kartaram Mallick)-»Gajaraj-»Rajit 
Ram->Ramchatur Mallick. 

(viii) Ramkumar Misra — Lakshminarayan 
Babaji — Rajendranath Ghosh— > Manindra- 
nath Ghosh and disciples — Shitalchandra 
Ghosh, Kishorimohan Adhikari, 
Hirendrakumar Basu... . 

(ix) Badal Khan — Jamiruddin Khan, Girija- 
shankar Chakravarti, Amiyanath Sanyal, 
Satyendranath Ghosh, Satish Patra, 
Nagendranath Dutta, Bimalaprasad 
Chattopadhyay, Bhishmadev Chatto- 
padhyay, Shachindradas Matilal .... 

Jamiruddin Khan— Krishnachandra De, 



Satyendranath Ghosh, Kamal Dasgupta, 
Indubala... . 

Girijashankar Chakravarti — Jamini Ganguli, 
Rathindranath Chattopadhyay, Shai- 
lendranath Bandopadhyay, Jhanprakash 
Ghosh, Tarapada Chakravarti, Debi- 
prasad Bhattacharya, Sukhendu Go- 
swami, Sunil Kumar Bose... . 

Amiyanath Sanyal->Reba Muhuri. 

Tarapada Chakravarti->Manas Chakravarti 
and disciple Usharanjan Mukho- 
padhyay — Dr. Pradip Kumar Ghosh... . 

Satyendranath Ghosh — Ajit Mukhopadhyay, 
Ashwini Dutta, Bimal Ray... . 

Nagendranath Dutta — Bibhuti Dutta, 
Shailesh Duttagupta, Shachindra Das 
Matilal, Siddheshwar Mukhopadhyay, 
Bijan Bose, Bhavani Mukhopadhyay, 
Bhishmadev Chattopadhyay — Suresh 
Chakravarti, Sailendranath Chatto- 
padhyay, Manik Chakravarti, Bimal 
Kumar Chattopadhyay, Krishnachandra 
Bandopadhyaya, Nilratan Bando- 
padhyay... . 

(x) Haddu-Khan — Gopalchandra Chakra- 
varti — Satkadi Malakar — Satyen Ghoshal, 
Tarapada Chakravarti. 

(xi) Haddu Khan — Imdad Husein Khan-» 
Amjad Husein, Wajid Husein... and 
disciple — Haidar Khan-»Fida Husein-* 
Nisar Husein. 

(xii) Hassu Khan — Deoji Bua->Lalji Bua-> 
Keshab Ganesh Dhekne. 

(xiii) Shori Miya — Disciple family — Deoji 
Bua— >Raoji Bua Gogte-»Keshab Bua 
Gogte and disciple — Narayan Bua 
Phaltankar. [This gharana is called Gogte 
gharana. The first person of this gharana 
was Deoji Bua, whose real name is 
Ramkrishna Dev. According to one opinion 
Ramkrishna Dev had learnt Tappa from 
Hassu Khan only]. 

(xiv) Shadi Khan — Imam Bandi — Nagendra- 
nath B/jflffflc/jflrya->daughter->daughter 
— » Shiv-kumar Chattopadhyay. 
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Nagendranath Bhattacharya — Nagendranath 
Dutta— Bibhuti Dutta... . 

(xv) Sadiq Ali — Ganpatrao Bhaiya and 
Maujuddin. 

Ganpat Rao — Shyamlal Ksetri and Girija- 

shankar Chakravarti. 
Shyamlal Ksetri — Amiyanath Sanyal— >Reba 

Muhuri and disciple Suresh Chakravarti. 
Girijashankar Chakravarti — Sudhirlal 

Chakravarti, Yamini Ganguli, Sunil Bose, 

Tarapada Chakravarti, Jnanprakash 

Ghosh, Sukhendu Goswami, Arati Das, 

Gita Das, Ibha Guha... . 
Yamini Ganguli — Prasun Bandopadhyay, 

Sandhya Mukhopadhyaya. 
Tarapada Chakravarti — Usharanjan Mukho- 

padhyay, Krishna Dasgupta, Babulal 

Ghatak... . 

Sukhendu Goswami — Tandra Maitra, 
Hiranmayee Pandit, Hena Barman... . 

(xvi) Man Khan — Gopalchandra Pathak-> 
Lalbihari Pathak— »Satkadi Pathak and 
disciple — Jadav Bandopadhyay... . 

1. (B) Branches of Singer disciples : 

Seni Umrao Klwn — Kalandar Khan and Bauli 

Bakhsh — Rasul Bakhsh and Ali Bakhsh. 
Seni Jafar Khan — Vishwanath Singh 

(Rewa) — Baktavarji. 
Seni Ali Muhammad — Taraprasad Ghosh — 

Prakashchandra Sen. 
Seni Muhammad Ali — Chamman Khan, Dr. 

Natu, Bade Agha, Suresh Chandra 

Chakravarti, Birendrakishore Ray 

Chowdhuri. 
Seni Bahadur Husein — Buniyad Husein, 

Nawab Haidar Ali, Inayat Husien 

(Sahaswan). 
Seni Amir Klian — Buniyad Husein, Nawab 

Haidar Ali. 
Seni Nihal Sen — Prankrishna Chatto- 

padhyay. 
Seni Wazir Khan — Mehedi Husein. 
Seni Sagir Khan — Birendrakishore Ray 

Chowdhuri, Ksemendra Mohan Thakur. 
Seni Dabir Khan — Birendrakishore Ray 



Chowdhuri, Kalidas Sanyal, Shailen 
Bandopadhyay, Jaykrishna Sanyal, 
Mamata Maitra, Doly De... 

Buniyad Husein-*Mehedi Husein — Biren- 
drakishore Ray Chaudhuri, Girijashankar 
Chakravarti, Satyendranath Ghosh, Kalu 
Babu, Dulal Sadhu Khan, Aswini Dutta, 
Mahammad Husein, Jaykrishna Sanyal, 
Ratneshwar Mukhopadhyay, Anil Bagchi, 
Bijaya Das, Bimal Ray, Ajit Mukherjee, 
Kalidas Sanyal. 

Buniyad Husein — Khadim Husein — 
Bimalaprasad Chattopadhyay, Amal 
Ghosh, Bimal Ray.... 

Huseinuddin — Nimaichand Boral, Ketaki 
Ghosh.... 

Muhammad Ali Kothiwale — Vishnu Narayan 
Bhatkhande — Shrikrishna Ratanjankar, 
Hemendralal Ray, Rabindralal Ray, 
Ambika Majumdar, Pahadi Sanyal, 
Smarajit Kanjilal, Prasanta Dasgupta.... 
[Shri Krishnanarayan Ratanjankar later 
became guru for most of them] 

Hassu Khan — Vasudeorao Joshi — Bal- 
krishna Bua Ichal Karanjikar, Krishna Bua 
Lalit.. . 

Balakrishna Bua Ichal Karanjikar — Vishnu- 
digambar, Anantamanohar Joshi, Gundu 
Bua, Annu Bua, Mirashi Bua.... 

Visnudigambar — Vinayakrao Patvardhan, 
Shankarrao Vyas, Onkamath Thakur, B.R. 
Deodhar... 

Gundu Bua — Keshav Bua Ingle, G. Ranade. 
Vinayakrao Patvardhan— D.V . Paluskar, 

Sunanda Patanaik. .. 
Shankarrao Vyas — Narayanrao Vyas. 
Onkamath Thakur — Premlata Sharma, 

Bijanbala Ghosh Dastidar. 
B.R. Deodhar — Kumar Gandharv... 
Krishna Bua Lalit — Ganpati Bua Bhilav- 

dikar — G. Ranade, Rambhau (son), 

Dattatreya Keshav Joshi-»Laksman 

Dattatreya Joshi. 
Haddu Khan — Vishnupant Chatre. 
Vishnupant Chatre — Parasuram Vasve, 

Martanda Bua Daune 
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Nissar Husein Khan — Shankar Pandit, Wajhe 
Bua, Nazir Khan Jodhpurwale.... 

Shankar Pand/f-^Krishnarao and disciple 
Rajabhaiya Punchwale. 

Wajhe Bua— Gururao Deshpande, Haribhau . 
Gangrekar, Tukaram Nageshkar.... 

Natthan Pirbakhsh — ? — Faiz Muhammad — 
Bhaskar Bua Bakhle — Master Krishnarao, 
Rameshchandra Thakur, Govindarao 
Tembe, Dilip Bedi, Bal Gandharva.... 

Muhammad Khan Agrezvale — Bhai Prananath, 
Tarabai.... 

Bashir Ahammad — Dipali Talukdar, Aparna 

Chakravarti 

Faiyaz Khan — Dilip Bedi, Srikrishna 

Ratanjankar, Ata Husein, Sushil Kumar 

Chaube... 

Ata Husein — Ramji Bhagat, Swami 
Ballabhadas, Arun Bhattacharya.. 

Kalian Khan — Khadim Husein Khan — 
Jyotsna Bhole, Shyamala Mazgaokar, 
Krishna Udyawarkar 

Vilayat Husein Klian — Gajananrao Joshi, Ram 
Marathe, Indira Wadkar, Shrimati Bai 
Narwekar, Ratnakant Ramnathkar, 
Jagannath Bua Purohit. 

Banaraswale Ramkumar Misra — Lakshml 
naiayan Babaji, Surendranath Maju- 
madar, Kaliprasanna Ghosh, Madhu- 
sudan Bandopadhyay, Mahesh Mukho- 
padhyay. 

Lachmiprasad Misra (No. 2 ) — Anathnath 
Basu, Dhirendranath Battacharya 

Shivsevak Misra — Lalitmohan Das, Abhaya- 
pada Chattopadhyay, Sudhindranath 
Majumdar, Nagendra Chandra Lahiri... . 

Ramkrishna Misra — Shachindranath Mitra, 
Manindranath Ghosh 

jaykaran Misra — Bade Ramdas, Bholanath 
Pathak. 

Bade Ramdas — Siddheshwari Bai, Hari- 

shankar, Ramshankar, Badriprasad, 

Mahadev Prasad.... 
Bholanath Pathak — Mannuji, Shivkumar 

Mitra — Phalguni Mitra. 
Rar:jan Khan — Jitendra Bandopadhyay, 

Ramchandra Chattopadhyay, Kalipada 



Pathak — Chandidas Mai, Dilip Mukho- 
padhyay, Rajyeshwar Mitra.... 

Sahaswanwale Ashiq Husein and Ashfak 
Husein — 'Kashinath chattopadhyay — 
Manindramohan Bandopadhyay, Amar- 
nath Bhattacharya 

Kiranawale Haidar Klian — Muglu Khan's son 
Rajab AH Khan — Ganpatrao Dewaskar, 
Bahre Bua, Shankar Rao Sarnayak 

Abdul Karim Klian — Bahre Bua, Binay Ghosh, 
Sawai Gandharv, Sureshbabu Mane, 
Hirabai Barodekar, Roshnara Begam.... 

Abdul Karim Khan — Bahre Bua, Binaya 
Ghosh, Sawai Gandharv, Sureshbabu 
Mane, Hirabai Barodekar, Roshnara 
Begam 

Sawai Gandharv — Gangubai Hangal, 

Vasavraj Rajguru, Bhimsen Joshi 

Sureshbabu Mane — Manik Verma. 
Hirabai Barodedar — Saraswatibai Rane 
Wahid Khan — Hirabai Barodekar, Prannath... 
Atrauliwale Allodia Khan — Gullubhai 

Jasdan, Azmat Husain Khan, Bhaskar Bua 

Bakhle, Natthan Khan (2), Govind Bua 

Shaligram, Kesar Bai Kerkar. 
Haidar Khan — Maghubai Kurdikar, Lakshmi 

Bai Yadav... 
Azmat Husein — Manik verma, Nalini Borkar, 

Durgabai Shirodkar... 
Natthan Klian (2) — Deshpande, Saraswati 

Rane. 

Govind Bua Slwligram—tPadmavati Shaligram. 

Badaruddin Khan — Mallikarjun Mansoor, 
Yamud Bhai Seth. 

Shamsuddin Khan — Gajanan Bua Joshi, 
Menakabai Shirodkar, M.S. Karnatkar, 
Durgabai Kulkarni... 

Mehboob Khan — Johrabai. 

Meioatiwale Maniram — Som Tiwari, 
Vyomvyom Chaturvedi, Santosh 
Mukherjee... 

Muradabadwale Aman Ali — Amir Khan, Shiv 
Kumar Shukla, Niharkumar Ghosh.... 

Indorwale Amir Khan — Amarnath, Usha- 
ranjan Mukhopadhyay, Kamal Bando- 
padhyay, Purabi Mukhopadhyay... 

Usharanjan Mukhopadhyay — Dr. Pradip 
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Kumar Ghosh, Mallinath Ghosh, Manik 
Mukhopadhyay, Shambhu Bhattacharya, 
Sadhan Roy, Dr. Manas Raychoudhuri.... 

2. Gharanas belonging to instrumentalists 
of string instrument : [Sign for 
offspring— >, and — for disciple] 

(A) Sen! gharana : 

Sukh Sen-> Rahim Sen (sitar)-> Amrit Sen-> 

Nihal sen (adopted son) and — Sudar- 

shanacharya, Hafiz Khan... 
Bahadur Sen->Haidar Bakhsh-> Wazir Khan, 

Mammu Khan... 
Wazir K/ifln— >Amir Khan— >Fida Husein, 

Fazal Husein. 
Manmu Klian— >Hafiz Khan.... 
Sadarang's distant cousin brother Amir 

K/ian— >Firoz Khan-»Masit Khan and 

daughter. 

Masit Khan— >Bahadur Khan. Daughter 
(+Nyamat Khan Khandare)—> Dulhe Khan 
->Haidar Bakhsh Budh Pravin (adopted 
son) and daughter (+ Rahim Sen)-> Amrit 
Sen. 

[Dulhe Khan was the disciple of Masit Khan. 
Rahim Sen was Dulhe Klian 's disciple , and 
Rahim Sen's disciples were distant cousin 
and matrimonially related — Husien Khan, 
Babbar Khan. According to one opinion 
Ghulam Raza was also a disciple of Masit 
Khan. This gharana belonged to Sitar. 
There are two divisions of Sitar gharana: 
Jaipur and Gwalior. Rahim Sen belonged to 
Jaipur and Wazir Khan — Amir Khan 
belonged to Gwalior]. 

Gulab Khan— >Chajju Khan, Gian Khan, Jivan 
Khan (Rabab). {All family members of 
them used to play Rabab. Some also 
recieved talim in Bin from the Seni 
daughter-family] . 

Chajju K«an-»Zafar Khan, Pyar Khan 
(Sursihgar), Basat Khan and daughter. 

Pyar Khan— ^Bahadur Sen (adopted, 
Nephew) — Nawab Haidar Ali-> Chamman 
Khan (Sahib). 

Sher Khan and Hasan Khan— »Husein 



Khan-»Wajid Khan-»Nazir Khushal 
Khan-»Lal Khan Sani— >Sadarang 
(Nyamat Khan)->Adarang (Firoz Khan) 
and Maharang (Bhaupat Khan)-»Pyar 
Khan Anglikat and Jivan Shah->Nirmal 
Shah and Chote Nabat khan-»Umrao 
Khan -» Rahim Khan, Amir Khan-* Wazir 
Khan->Sagir Khan and Nazir Khan— > 
Dabir Khan .... [This gharana belongs to 
Bin] 

(B) Saharanpur Bin gharana : 

Seni Nirmal shah's disciple — Muhammad 
Zama — Alia Rakkha Khan-»Ghulam 
Zakir— >Bande AH Khan — Wahid Khan, 
Murad Khan, Munabbar Khan 

Wahid KJiflH-»Majid Khan, Latif Khan, 

Murad KJian — Babu Khan. 

(C) Jaipur Bin gharana : 

1. Madhavmalji — Ali Muhammad Khan and 
Bauli Muhammad Khan— >Rajab Ali 
Khan — Mushraf Khan->Musahar Ali 
Khan and Sadiq Ali Khan->Asad Ali 

Khan [In one opinion. Rajab Ali Khan 

learnt Bin from Hasan Klmn Ambetheioale]. 

2. Amir Khan— >Shamsuddin Khan and 
Jamaluddin Khan->Abid Husien. [The 
name of the guru of this gharana is not 
known] 

3. Sanwal Khan [Name of the teacher is not 
known.] 

Some played Bin in places such as 
Sahaswan, Banaras, Pune etc. Some of 
them were disciples of the Sen! s', some 
became Bin players through their own 
effort. Bahadur Sen's disciples Ali Husein 
and Muhammad Husein Klmn were in Saha- 
swan. In Banaras, there were Ramkumar — 
'Lachmiprasad Misra. Sahaswanwale 
Muhammad Husein' s disciple — Pashupati 
Sevak Misra. 

In Pune, Anna Gharpure — Pramathanath 
Bandopadhyay. 

In Delhi, Himmat KhMn 's nephew Mir Nasir 
Ahammad. 
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In Baroda, Maulabakhsh Ghise Khan — 

Haraprasad Bandopadhyay. 
In Calcutta, Lachmiprasad Misra — Ksemen- 

dramohan Thakur. 
Dabir Khan — Birendrakishore Ray Chau- 

dhari, Santosh Bandopadhyay, Maya 

Mitra.... 

[Birendrakishore Ray Chandhuri took talim 
in Rabab from Muhammad Ali Seni] 

(D) Sursingar gharana : 

Pyar Khan — Bahadur Sen — Haidar Ali-> 
Chamman Khan. [Other players : — 

Ali Muhammad — Mir Sahib, Mithai Lai.... 

Muhammad Ali — Birendrakishore Ray 
Chaudhuri. 

Pramathanath Bandopadhyay — Nrisimha- 
prasad Mukhopadhyay. 

(E) Rudravina Gharana : 

Wazir Khan — Pramathanath Bandho- 
padhyay. 

[Other players : — Dattopant Phadke and 
Maulabakhsh (South Indian) had learnt 
how to play Rudravina]. 

(F) Surbahar Gharana : 

1. Umrao Khan SenVs disciple Ghulam 
Muhammad->Sajjad Muhammad — 
Imdad Husein->Inayat Husein Khan. 

Ghulam Muhammad — Muhammad Khan — 
Jnanada Mukhopadhyay. 

(G) Sitar Gharana : 

1. Jaipur : /ama/wddin-»Shamsuddin and 
Abid Husein — Bimal Mukhopadhyay. 

Amir Bakhsh — Nazir Khan 

2. Gwalior : Amir Khan — Shripad Bua 
Masurkar and Barkatulla.... 

Shripad Bua M«SMrfa?r->Balkrishna Bua 
Masurkar. 

Barkatulla — Ashiq Ali->Mushtaq Ali — 
Debabrata Chaudhuri, Arun 
Chattopadhyay, Nirmalkumar 
Guhathakurata.... 

3. Saharanpur : Wahid Khan-* Sajjan Khan. 
Murad K/jfl«->Nissar Hussein and 

disciple — Krishnarao Kolhapure and 
Babu KI*an. 



Nissar Husein — Haidar Husein. 

Babu Khan — Abdul Halim Zafar Khan. 

Bande Ali Khan — Munabbar Khan — Zafar 

Khan— > Abdul Halim Zafar Khan. 
Bande Ali Khan — Gairat Khan->Mahbub 

Khan — Abdul Halim Zafar Khan. 

4. Kalpi : Waris Ali — Abdul Gani and 
Murabbat Khan. 

Abdul Gani — Yusuf Ali Khan. 
[Yusuf Ali's other talim : Ajim Khan — 
Bahadur Husein->Yusif Ali — Illias Khan. 

5. Banda : Umrao Khan — Ghulam Muha- 
mmad-»Sajjad Muhammad and disciple- 
Muhammad Khan Nabibakhsh Deredar.... 

Sajjad Muhammad — Nilmadhab Chakra- 
varti — Nakudchandra Goswami, Ram- 
prasnna Bandopadhyay— »Jogeshchandra 
Bandopadhyay and disciple — Gopeshwar 
Bandopadhyay, Narendralal Khan, 
Gokulchandra Nag— >Manilal Nag and 
disciple — Ravi Shankar, Binodkishore Ray 
Choudhuri. 

Gopeshzvar Bandhopadhyay — Surendranath 
Bandopadhyay, Satyakinkar Bando- 
padhyay. 

Muhammad Khan — Bamacharan Shiromani, 
Gobindanath Roy. 

Bamacharn Shiromani- > Jitendranath Bhatta- 
charya — Laksman Bhattacharya — 
Apareshchandra Chattopadhyay, Shailen 
Das, Amiyabhushan Chattopadhyay.... 

6. Etawa : Sahabdad Husein Khan-^> Imdad 
Husein-»Inayat Husein and Wahid 
Husein and disciple — Kalyani Mallick. 

Inayal Huser'n-»Vilayat Husein, Imrat 
Husein and Nasiran Bibi... and disciple 
Bipinchandra Das, Birendrakishore Ray 
Chaudhuri, Jitendramohan Sengupta, 
Bimalakanta Ray Chaudhuri, Dhrubatara 
Joshi, Renuka Saha, Manoranjan 
Mukhopadhyay, Amiyakanti Bhatta- 
charya... 

Wahid Husein-+Khan Mastana... 

Vilayat Husein or Vilayat Khan — Imrat 
Husein, Arvind Parikh, Bengamin Gomez, 
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Kashinath Mukhopadhyay, Kalayani 
Ray.... 

Bipinchandra Das — Matilal Sarkar.... 

Birendra Kishore Ray Chaudhuri — Jitendra- 
mohan Sengupta... 

Jitendramohan Sengupta — Amritalal Bandho- 
padhyay, Trina Ray, Kalyani Ray, Dipti 
Chanda , Nripendranath Ganguli... 

Bimalakanta Ray Chaudhuri — Kishorekanta 
Bagchi, Trina Ray, Santosh Mukho- 
padhyay, Matilal Sarkar, Subhas Chanda, 
Hiren Ray.... 

Dhrubatara Joshi — Bibhutibhushan Chatto- 
padhyay, Pulin Debbarman. 

7. Maihar : Wazir Klian — Alauddin Khan— > 
Annapurna and disciple Ravishankar, 
Nikhil Bandopadhyay, Ali Ahammad 
Khan, Indranil Bhattacharya, Shripada 
Bandopadhyay, Ajay Sinha Roy.... 

Ravishankar — Jaya Basu, Umashankar, 
Dipak Choudhari.... 

8. Banaras : Laehmiprasad Misra (1) — 
Ksetramohan Goswami — Saurindra- 
mohan Thakur and Kaliprasanna Bandho- 
padhyay, [Saurindramohan's father 
Harakumar Thakur was the disciple of 
Basat Khan and that is how Saurindra- 
mohan had received Sen! talim (training)]. 

Sadiq Ali — Pannalal Bajpeyi — Jivanlal 
Maharaj. 

Ali Muhammad Khan — Ramsevak Misra-> 
Shivsevak and Pashupati Sevak Misra. 

Shivsevak — Bijaydas Pakde — Lakshmi- 
narayan Ghosh, Ravi Sen. 

9. Lucknow : Kaukav khan — Nanigopal 
Motilal — Shripad Bandopadhyay. 

10. Darbhanga : Rameshwar Pathak — 
Balaram Pathak— >Ashok Pathak. 

[It is claimed that Pathak gharana is 
associated with Sen! gharana. But no one 
can say when exactly Sitar came into this 
gharana. However it is known that Dhru- 
pada was being practised in this gharana. 
It is said that in one more similar gharana 
also, Dhrupada was practised, and that 
gharana belongs to the Bhattas : — 



Sadho Bhat ta->Gangadin Bhatta->Bholanath 
Bhatta. 

Dhrupada ended after Bholanath. His 
disciple in Khayal was — Ramakrishna 
Vyas]. 

11. Dhaka : Pagla Hingu — Chaitanyadas 
Babaji and Gurudas Sen Ray. 

Chaitanyadas — Ratandas Babaji. 
Muhammad Khan — Ratandas Babaji— > 
Bhagwandas and Shyamdas. 

12. Mathura : Pan K/zarc-»Bulaki Khan-> 
Mehtab Khan->Mira Bakhsh Khan-» 
Nazir Khan and Guldin Khan— »Kale 
Khan— »Ghulam Rasul Khan— >Faiyaz 
Khan. 

13. Baroda : Mirabakshsh Khan — Ammu 
Khan and Bannu Khan— »Wazir Khan and 
Bhikan Khan-> Anwar Khan and Sarwar 
Khan. 

14. Hyderabad : Maulabakhsh Ghise Khan — 
Minappa Kelwad and Bapurao — D.R. 
Parvatikar. 

15. Satara : Bicchu Khan — Bishnubua 
Matange, Vinayakrao Limaye — Anna 
Gharpure. 

16. Mumbai : Pannalal Bajpeyi — Jivanlal 
Maharaj — Vishwanath Bua Kale and 
Sheth Vallavdas Damaji — Vishnu- 
narayana Bhatkhande. 

17. Ujjain : Raghunath Rao Ashtiwale-^ 
Krishnarao Ashtiwale. 

Bande Ali Khan — Krishnarao Ashtiwale — 

Dhundhi Raj and Vishwanath. 
Murad Khan — Vishvanath or Bhaiya Sahib. 

18. Indor : Murad Khan — Sajjan Khan. Latif 
Khan->Muhammad Khan->Rais Khan. 

19. Nepal : Pannalal Bajpeyi — Devchandra 
Sharma— »Krishnachandra Sharma, 
Purnachandra Sharma and disciple— > 
Ganesh Bahadur Bhandari. 

Krishnachandra S/ujrma->Satishchandra 

Sharma. 
(H) Sarod Gharana : 

1. Gwalior : Ghulam Bandagi-* Ghulam Ali 
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Dom-»Murad Ali, Husein Khan and 

Nanhe Khan. 
Bahadur Sen and Amir Khan — Murad Ali-> 

Abdulla Khan (adopted son)-»Amir 

Khan — Nirendrakrishna Mitra, Radhika- 

mohan Maitra, Banikumar Mukho- 

padhyay, Bishwanath Chakravarty, 

Timirbaran Bhattacharya.... 
Radhikamohan Maitra — Anil Ray Chaudhuri, 

Buddhadeb Dasgupta, Sandhya Ghosh, 

Jaydip Ghosh.... 
Husein K/um-»Asgar Ali. 
Nanhe K/jan-» Hafiz Ali, Hasmat Ali (Munne 

Khan) and Nabbu Khan. 
Hafiz /4Zi->Mubarak Ali, Rahamat Ali, 

Amajad Ali. 
Hashmat .<4/i->Ahammad Ali. 
Wazir Khan->Hahz Ali. 
2. Rampur : Bahudur Sen — Majru Khan, 

Asad Ali Khan, Abid Ali khan->Ahmmad 

Ali — Alauddin Khan. 
Husein /4/i'->Hasan Ali— >Fida Husein. 
Amir khan — Fida Husein — Taj Muhammad. 
Wazir khan — Hafiz Ali and Alauddin 

Khan-»Ali Akbar-»Ashih Khan, Dhya- 

nesh Khan.... 
Alauddin Klwn — Timirbaran Bhattacharya, 

Jatin Bhattacharya, Shyam Ganguli... 
Ali Akbar — Sharanrani Mathur... 
3 Shahjahanpur : Husein ,4/i->Inayat 

Husein Khan. 
Ali Muhammad and Kasim Ali — Inayat 

Husein Khan-»Safaid Husein Khan-> 

Sakhavat Husein Khan and Shujayat 

Husein Khan. 
Kaukav Khan and Karamatulla Khan — 

Sakhavat Husein Khan->Umar Khan (and 

Illyas Khan). 
4. Lucknow : Karam /C/ia«->Kifayatulla and 

disciple — Nyamatulla (Son of Haqdad 

Khan). 

Basad Khan and Kasim Ali — Nyamatulla-> 
Karamatulla and Asadulla (Kaukav Khan) 

Karamatula — Dhirendranath Basu, Jogindra- 
nath Ray, Sakhavat Husein.... 



Kaukav Khan — Sakhavat Husein, Dhirendra- 
nath Basu, Satyendranath Mukhopa- 
dhyay. 

Dhirendranath Basu — Shyam Ganguli 
Satyendranath Mukhopadhyay — Santosh 
Swami. 

Kalicharan Pal and Safiqulla — (Karamatulla's 

son) Ishtiaq Ahammad. 
(I) SarangT Gharana : 

1. Delhi : Miya Haidarbakhsh — Badal Khan, 
Buniyad Husein. 

Badal Kfe?n->Bacchu Khan. 

Buniyad Hwsdn— >Mehedi Husein. 

Saungi Khan— >Mamman Khan. 

Imdad Khan — Mamman Khan — Bundu 

Khan — Sagiruddin Khan, Mijid Khan and 

Chote Khan. 

2. Banaras : Badal Mi'sra-»Pashupatinath, 
Amarnath... 

Pashupatinath->Chu\ai Misra. 

Amarnath— >Ganesh Misra, Mahesh Mishra. 

Sharan Misra— »Dargahilal-»Gaurishankar, 
Sarjuprasad-»Mahadeoprasad and 
disciple — Chote Khan. 
[Names of many Sarahgi players are 
available but nothing about their gharana 
or details about their training are 
available.] 

(J) Esraj Gharana : 

1. Bishnupur : Ramkeshab Bhattacharya — 
Ksetramohan Goswami, Nilmadhab 
Chakravarti. 

Ksetramohan Goswami — Sourindramohan 
Thakur. 

Nilmadhab Chakrabarti — Bipinchandra 
Goswami, Ramprasanna Bandopa- 
dhayay. 

Bipinchandra Goswami — Radhikaprasad 
Goswami. 

Ramprasanna Bandopadhyay — Gopeshwar 
Bandopadhyay, Surendranath Bando- 
padhyay — Ashesh Bandopadhyay — 
Randhir Ray. 

2. Gaya : Ramhari D/iend!->Kanhailal 
Dhendi. 

Hanuman Das — Kanhailal Dhendi, Shital- 
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chandra Mukhopadhyay, Brijendra- 
Kishore Ray Chaudhuri... . 

Kanhailal Dhendi — Chandrikaprasad Dube, 
Bulakilal, Jogendralal Gangopadhyay, 
Habu Dutta.... 

Shitalchandra Mukhopadhyay — Gopinath 
Bhattacharya, Shukdeb Saha, Bimala- 
kanta Ray Chaudhari 

Wazir Khan— Habu Dutta->Sarat Dutta— 
Lakshminarayan Ghosh. 

Imadad Husein Khan — Brajendrakishor Ray 
Chaudhuri — Suresh Chandra Chakra- 
varti, Harihar Ray, Gopinath Bhatta- 
charya, Apurba Mukhopadhyay, Shachin- 
dranath Chakravarti, Manmathanath 
Haldar, Shukdeb Saha, Lakshminarayan 
Ghosh.... 

Sureshchandra Chakravar fi'->Satyendra 
chandra Chakravarti and disciple 
Dakshinamohan Thakur. 

3. Lucknow : Kaukav and Karamat AH KJian — 
Kali Pal — Debiprasad Mukhopadhyay. 

4. Etawa : Imdad Husein Khan — Brajendra- 
kishore Raychaudhuri, Prakash Chandra 
Sen... 

(K) Harmonium Gharana : 

1. Gwalior : Ganpatrao Bhaiya — Bashir Khan, 
Sohni, Mir Irshad Ali, Shyamlal Chetri... 

2. Gaya : Hanuman D«s-> Sohni — Muneshwar 
Dayal, Montu Banerjee (Manindramohan 
Bandopadhyay). 

3. Banaras : Karamatulla Klian — Lachmandas 
Munib — Harendranath Bhattacharya, 
Jnananjana Chattopadhyay. 

(L) Shahnai Gharana : 

1. Bhojpur : Paigambar Brtfc/is/z-»Bismillah 
Khan, Shamsuddin Khan. 

2. Banaras -.Vilayat Klian (Vilatu) — Bismillah 
Khan, Sultan, Sher Ali — Muhammad 
Husein. 

Babu/fl/-»Suddhuram->Nandlal-»Kan- 
haiyalal, Shymlal. 

3. Pune : Bhaskar Bua Bakhle's disciple 
Shankarrao Gaikwad— »Keshabrao 
Gaikwad, Nanasaheb Gaikwad. 



(M) Basuri Gharana : 

Mumbai ; Alauddin khan 's disciple Pannalal 
Ghosh — Devendra Murdheshvvar, Raghu- 
nath Sheth. Gaur Goswami, Hariprasad 
Chaurasia, Himanshu Bishwas... 
[Pannalal was mainly trained under Kali 
Pal]. 

(N) Violin or Behala gharana : 

1. Mumbai : Anantamanohar Joshi's son 
Gajanan Rao Joshi — Shridhar Parshekar. 
D.R. Nimbargi, Kaushalya Manjrekar... 

Vijnaneshzvar Shasrti — Vishnugovind Jog — 
Shishirkana Dhar Chaudhuri. 

2. Allahabad : Karamatullakhan — Gagan- 
babu (S.B. Chatterjee) — Premprakash, 
Shriram... [Gaganbabu received training 
from Munibji and Alauddin Khan also.] 

3. Banaras : Ashiq Ali — Gopinath Goswami. 

4. Calcutta : Ramkumar Misra — Tulsidas 
Chattopadhyay — Ghanashyam Mukho- 
padhyay. 

Tripuracharan Basu and Shivsevak Misra — 

Kartikchandra Das. 
(3) Anaddhavadak Gharana : (Gharana of 

membranophone instruments) 

(A) Gwalior Pakhavaj Gharana : 
]oravar Singh— >?— >Sukhdev Singh-»Parvat 

Singh— »Madhav Singh. 

(B) Banda Pakhavaj Gharana : 

Lala Bhaimni Prasad Singh — Kudau Singh 
— Lala Haricharan, Ayodhyaprasad— > 
Shambhu Prasad — Ramdas. 

Kudau Singh — Madanmohan — Makkhan- 
lal-»Girijaprasad (Mathura) 

(C) Baroda Pakhavaj Gharana : 

Lala Bhavaniprasad Singh — Taj Khan-»Nasir 
Khan — Kanta Parasad, Vishnupant Joshi. 

(D) Rampur Pakhavaj Gharana : 

Lala Bhavaniprasad Singh — Ramprasad 
Singh — Gayaprasad — Chote Ayodhya- 
prasad. 

(E) Ayodhya Pakhavaj Gharara : 

Kudau Singh — Madanmohanji, Ramkumar 
Das. 

Madanmohanji — Swami Ramdas. 
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Ramkumar Das — Swami Ramdas, Thakur- 
das, Rammohini Sharan. 

Swami Ramdas — Govinda Das, Janakirasik 
Sharan, Maniramdas.... 

Thakurdas — Gopal Das, Mahavir Das, 
Ramshankar Das... . 

Rammohini Sharan — Saraju Das, Bhagwan 
Das — Ramshankar Das. 

Gopal Das — Ramlakhan Das. 

(F) Rewa Pakhawaj Gharana : 
Vishwanath Singh — Kudau Singh — Bade 

Parvat Singh — Bholanath Pathak— 
Mannuji and Ramnath Pande. 

(G) Banaras Pakhavaj Gharana : 

1. Bholanath Pathak — Mannuji— »Tulsi- 
shyamji, Govindaramji and disciple — 
Jivanji Mukhia, Vitthal Das Gujrati. 

2. Madanmohanji— Munsi Vrigunath Verma 
— Ramdeo Pande. 

(H) Gaya Pakhavaj Gharana : 

Mandavi Upadhyay — ? — Vasudev Upa- 
dhyay— >Baldeo Upadhyay — Pannalal 
Upadhyay. 

(I) Darbhanga Pakhavaj Gharana : 
Thakurdas — Gopaldas Mahant — Ragha- 

vendra Das. 
(J) Calcutta Pakhavaj Gharana : 

1. Chote Khan — Khadim Husein — Kotiram ... 
[Chote Khan was Kudau Singh's disciple. 
Names of his disciples in Calcutta are not 
readily available] 

2. Lala Bhagwan Singh- >Lala Harkisan and 
Lala Kevalkisan — Shri Ram Chakra- 
varti — Keshabchandra Mitra and 
Murarimohan Gupta. 

Keshabchandra Mitra — Dinanath Hajra, 
Nagendranath Mukhopadhyay, Shailen 
Bandopadhyay. 

Dinanath Hajra — Nagendranath Mukhopa- 
dhyay, Bipinbihari Ghosh, Kebalbabu... . 

Bipinbihari Ghosh — Shailendranath Dutta, 
Tarapada Bhattacharya, Jnanprakash 
Ghosh. 

Kebalbabu (Arun Prakash Adhikari)— Jahar 
Pal, Shivdas Adhikari Rajivlochan De ... . 



Rajivlochan De — Jivankrishna Saha, 
Chanchal Bhattacharya ... . 

Murarimohan Gupta->Pramathanath Gupta 
and disciple — Gopal Mallick, Satya 
Gupta, Darshan Singh, Barada Dutta, 
Debendranath De, Prabodh Ghosh, 
Satishchandra Dutta, Jagadindranath Ray, 
Brajendrakishore Ray Chaudhuri, 
Durlabhchandra Bhattacharya, Gopal 
Kundu .... 

Debendranath De (Subodhbabu) — Narendra- 
nath Bagchi, Mani Pal, Rajivlochan De ... . 

Satishchandra Dutta (Danibabu) — Sannya- 
sicharan Ray, Jugal Adhya, Rajivlochan 
De ... . 

Gopal Mallick — Surendranath Mukho- 
padhyay. 

Gopal Kundu — Ranchanan Pal, Krishnadas 
Pal. 

Durlabhchandra Bhattacharya — Narendra- 
nath Bagchi, Jitendranath Santra, Mani 
Pal, Patitapavan Acharya, Satish Bagchi, 
Pratapnarayan Mitra... . 

3. Ghulam Abbas — Umesh Mukhopa- 
dhyaya — Maniklal Pramanik, Kishorilal 
Chattopadhyaya — Satyaprakash Ghosh. 

(K) Bishnupur Pakhavaj Gharana : 

1. Pirbakhsh — Rammohan Chakravarti — 
Jagatchand Goswami, Jagannath Mukho- 
padhyay, Anantalal Mukhopadhyay. 

Jagatchand Goswami — Krittichand Goswami — 
Shripati Adhikari. 

2. Lala Hiralalji — Becharam Chattopadhyay 
— Jagadindranath Ray. 

(L) Dhaka Pakhavaj gharana : 

Khairati Jamadar — Ramkumar Basak, 

Gaurmohan Basak. 
Ramkumar Basafc-»Upendrakumar Basak — 

Barindra Basak, Gopalchandra Basak... . 
Gaurmohan Basak — Anandamohan Basak, 

Prasanna Kumar Banikya. 

[Anandamohan Basak was also a disciple 

of Ramkumar Basak.] 
(M) Maharashtra Pakhavaj Gharana : 
jotsi — Nana Panse-»Balvantrao Panse and 

disciple — Vithoba Shaiwale, Sakharam 
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Gurav, Balwantrao Vaidya, Baman Rao 

Chandwadkar, Lachmanrao Shastri .... 
Sakharam Guray-»Ambadas Pant and 

disciple — Govindrao Burhanpurkar. 
Balwantrao Vaidya — Ganpatrao Raste, 

Balkrishna Raste, Shankarbhaiya Panse — 

Pandit Sakharam. 
Bamanrao Chandwadkar — Gurudevji Pat- 

wardhan. 
Lachmanrao Shastri — Bhagwan Sen. 
(N) Punjab Pakhavaj Gharana 
Bhavani Singh — Faqirbakhsh->Kadir 

Bakhsh. 
(O) Delhi Tabla Gharana : 

1. Sidhar Khan- »Bugda Khan. Ghasit Khan, 
Mahtab Khan. 

Bugda K/wn->Shitab Khan. Gulab Khan. 
Ghasit K/ifln->Buddhu Khan, Magdum 
Bakhsh. 

Mahtab K/;n>i->Makkhu Khan (Mammu), 
Bakhshu Khan, Mauju Khan (Maudu, 
Najju). 

Shitab Khan- >Nazar AH and daughter-* 
Bade Kale Khan-»Bauli Bakhsh->Natthu 
Khan. 

Gulab K/wn->Muhammad Khan— >Chote 
Kale Khan— >Gami Khan— >Imam Ali. 
[Due to the demise of Mahtab Khan at an 
early age, the other two brothers except 
Makkhu Khan, left Delhi and later created 
the Lucknoxo gharana. According to one 
opinion, they took lessons in tabla, from 
Bade Kallu Khan of Lucknow. This Bade 
Kallu Khan was the disciple of Sidhar 
Khan]. 

2. Sidhar Khan — Bade Kallu Khan, Raushan 
Khan, Tullan Khan, Chand Khan->Lilli 
Masit Khan— >Langde Husein Bakhsh-* 
Nanhe Khan, Ghasit Khan — Jugna 
Khan — Mehboob Khan — Madhukar 
Ganesh Golbolekar. 

3. Shitab Khan— Chore Kallu Khan, Miru 
Khan (Mithu, Maidu) 

4. Bauli Bakhsh — Munir Khan — Ahmmadjan 



Thirkawa, Amir Husein, Ghulam Husein. 

Shamsuddin. 
5. Natthu Khan — Keshab Bandopadhyar, 

Harendrakishore Ray Chaudhu:: 
(P) Lucknow Tabla Gharana : 
1. Bakhshu Khan (Miya Bakhshu)-»Salan 

Khan, Mammu Khan— ►Muhammad 

Khan, Najju Khan, Halkar Khan [There is 

difference of opinion.] 
Muhammad Khan-+Munne Khan, Nadir 

Husein Khan, Abid Husein Khan. 
Najju Khfl«->Chotten Khan [There is 

difference of opinion.] 
Nadir Huscm->Wajid Husein->Afak 

Husein. 

2 (Chote Miya +) Choti Bi'W->Babu Khan— 
Nagendranath Basu, Manmatha Ganguli 

(Q) Farukkabad Tabla Gharana : 

Bakhshu— Haji Vilayat Ali->Husein Ali— ► 
Nanhe Khan->Masit Khan->Karamat 
Khan. 

(R) Ajrada Tabla Gharana : 

Shitab Khan— Miru Khan, Chote Kallu 
Khan— >Muhammadi Bakhsh— >Chand 
Khan— >Kale Khan— >Hassu Khan— > 
Shammu Khan— >Habibuddin Khan. 

(S) Bhatola Tabla Gharana : 

Haji Vilayat Ali — Chudiya Imam Bakhsh-*? 
Son and disciple Faiyaz Khan. 

Son-*Bande Hasan Khan. 

Faiyaz Khan — Yusuf Khan. 

(T) Punjab Tabla Gharana : 

1. Kadir Bakhsh Khan — Allarakkha and Lai 
Muhammad — Allarakkha — Subodh 
Mukhopadhyay 

2. Faqir Bakhsh — Karam llahi, Firoz Khan — 
Janaprakash Ghosh. 

(U) Banaras Tabla Gharana : 

1. Mauju Khan — Ramsahai Misra, Bhairo 
Sahay Misra->Baldeo Sahai-»Durga 
Sahai — Shyamlalji — Lalji. 

2. Ram Sahai — Janaki Sahay — Bhagavatji, 
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Gokul Maharaj, Vishwanathji, Jadu- 
nandanji. 

Bhagatji — Bhairon Prasad — Maulaviram, 
Anokhelal— »Amarnath and disciple — 
Mahapurus Misra. 

Vishzvanathji — Bhagwanji-»Biru Misra — 
Pannalal. 

/ndwnflMd(jny'f->Purushottam. 

3. Baldeo Sahai — Kanthe Maharaj, Bhikkuji. 
Kanthe Maharaj — Kisan Maharaj, Ashutosh 

Bhattacharya, Nanku Maharaj, Badri 
Prasad. 

Nanku Maharaj ^>Prakash Maharaj, Badri 

Prasad — Chandrabhan. 
Bhikkuji— >Gammoji and disciple Shamta- 

prasad-»Kumarlal. 
Gammoji — Ranganath. 

4. Bhagatji — Shyama Misra — Bundi Misra-* 
Durga Misra. 

5. Ganeshi Maharaj-+Pratap Maharaj, 
Jagannath Maharaj-»Harisundar (Bacha 
Misra), Shivsundar. 

HahsMndflr->Shamtaprasad, Kamtaprasad. 
S/iflmfflpr<JSfld->Kumarlal and disciple — 

Satyanarayan Vashishth. 
S/n't>sM«<fflr-»Balmohan-»Narayan Das. 

6. Maheshi Maharaj — >?-»Nankulal-» 
Jhumaklal-»Adhya Prasad, Ambika 
Prasad, Durga Prasad [According to one 
opinion No. 5 and 6 are Hindu gharanas. 
The other opinion is — Pratapji was the 
disciple of Ram Sahai.] 

(V) Bisnupur Tabla Gharana : 

1. Bakhshu — Becharam Chattopadhyay — 
Girish Chattopadhyay — Jagadindranath 
Ray, Bhairav Chakravarti, Haripada 
Karmakar. 

Bhairav Chakravarti — Kshitiram Panja. 

2. Munnekhan — Ramprasanna Bandopa- 
dhyay — Brajalal Majhi, Bijan Hajari-»Ajit 
Hajari and disciple — Bankubihari Dutta, 
Subodh Bandi— Haripada Mandal, Asim 
Pal... . 

(W) Dhaka Tabla Gharana : 

1. Khairati jamadar — Natabar Banikya, 



Gaurmohan Basak, Shadhucharan 
Banikya-»Mahatab, Golap and disciple — 
Gagan Chandra Das. 
Gaurmohan Basak — Prasannakumar Saha 
Banikya — Hemchandra Ray, Keshab- 
chandra Bandopadhyay ... . 

2. Ghuiam Abbas — Suppan Khan — 
Shashimohan Basak, Durgadas Lai. 

3. Khairati Jamadar — Ramkumar Basak — 
Anandamohan Basak, Kishorimohan 
Basak. 

4. Husein Bakhsh — Dwarakanath Natta, 
Shyamaprasad Ray Chaudhuri— > 
Saradaprasad Ray Chaudhuri. 

5. Husein Bakhsh-^Ata Husein — Prasanna- 
kumar Saha Banikya — Harendrakishore 
Ray Chaudhuri, Keshabchandra Bando- 
padhyay. 

(X) Branches of tabla players through 
disciples : 

1. Delhiwale Natthu Khan — Habibuddhin 
Khan, Keshabchandra Bandopadhyay, 
Harendrakishore Raychoudhuri, Dama- 
rupani Bhattacharya 

2. Lucknounvale Babu Khan — Nagendranath 
Basu, Bidhubhushan Dutta, Manmatha 
Ganguli.... 

Bidhubhushan Dwffa-»Jadugopal Dutta and 
disciple — Bindhyeswari Prasad, Bakul 
Sen... . 

Manmatha Ganguli— >Hirendrakumar 
Ganguli and disciple — Rajendra Dhar, 
Ananta Chatterjee, Paresh Bhatta- 
charya... . 

Abid Husein — Biru Misra, Harendrakishore 
Ray Chaudhuri, Shishirshobhan Bhatta- 
charya, Dakshinaranjan Chattopadhyay, 
Jagadish Chattopadhyay. 

Chotten Khan — Krisnakumar Ganguli — 
Gaur Pal, Ratanmani Kar, Khagendranath 
Bhattacharya, Raja Ray... . 

3. Farukkabadwale Vilayat Ali — Mubarak 
Ali — Sher Ali — Ahammadjan Thirkwa. 

Husein Ali — Munir Khan. 
Masit Khan — Ajim Khan, Harendrakishore 
Raychoudhuri, Raichand Boral, Monindra 
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Mohan Banenee. Haafanft Saxkar, 

Jnanprakash Ghosr 

Hemendranath S.;"r.--Vabnnft Dmd. 
Jnanprakash Ghosh — Karar Does*, Rabmdra 

Basu, Manik Pal, Sfoaaaai ■oae. Sanyay 

Mukherjee, Kar^ie-f Oarurvedi. 

Anindya Chattopadhvay. Oadd Ray 

Chaudhuri. 
Karamat khan-* Sabir Khan aad ifcaifili — 

Anil Raychaudhun 

4. Laliyanazvale Muk?* K~im — Ahasssadjan 
Thirkwa, Shamsuddr-. Gfccdair. Husein. 
Amir Husein. 

Ahammadjan Thtrkax — T'biij J ■ ■»!*> mill 

kar, Mehboob Khan Mira;kar. Chand 

Khan, Chunilal Ganguli—- . 
/tmi'r Husein— >Faqir Husein and diskptes — 

Ghulam Rasul, Shrinath Nageshkar. 

Yashovant Kerkar, N'ikhil Ghosh 

5. Banarasivale Kanthe Maharaj — Krishna- 
kumar Ganguli — Nirmal Ganguli, 
Vishwanath Basu, Dulal Adhikari, Sudhir 
Banerjee — Bhupandra Adhikari. 

fanaki Sahay — Lashmiprasad — Panchanan 
Pal Krishnakumar Ganguli, Anathnath 
Basu-> Shyamal Basu, Govinda Basu, and 
disciple — Subodh Nandi, Radhanath 
Nandi 

Maulabhiram — Harendrakishore Ray 
Chaudhuri, Keshabchandra Bando- 
padhyay, Harendra Chakravarti 

6. Agrewale Ala Husein — Kadar Bakhsh, 
Prasanna Saha Banikya, Bhavanicharan 
Basu, Abani Ganguli. 

Kadar Bakhsh — Dulalchandra Manna. 
Prasanna Saha Banikya — Harendra Kishore 

Ray Chaudhuri, Keshab Bandopadhyay, 

Akshaya Karm^kar... . 
Harendra Kishore Ray Chaudhuri — Harendra 

Chakravarti , Surendra Adhikari... . 
Akshay Kumar Karmakar — Bimal Das. 
Bhavanicharan Basu — Rabindra Basu. 
Abani Ganguli — Vishwanath Som, Chunilal 

Bandopadhyay — Krishnakumar Ganguli, 

Ramkumar Ganguli, 



4. Nartaka Gharana : 

(A) Lucknow Kathak Ghara 

/4dgM/z'->Pragas, Lallu (Ha r 
Pra£as->Mansingh, Thakur Prasad, 

Durgaprsad. [According to one cjprxtr 

Durgaprasad was the son of 1 allnp] 
Durga Prfls«d-»Bindadin, Kalka Prasad. 

Bhairon Prasad. 
Kalka Prasad-* Acchan Maharaj (laganaafh 

Prasad), Lacchu Maharaj (Bai|natfa 

Prasad), Shambhu Maharaj. 
Acchan Maharaj— >Birju Maharaj. 

(B) Jaipur Kathak Gharana : 

1. B«anM/'i'-»Maluji-»Laluji, Kar.j :-» 
Godhaji-»Hariprasad, Hanuman Prasad-* 
Mohanlal, Chiranjilal , Narayan Prasad. 

2. Shankarlal — Chunnilal, Durgaprasad. 
Chunnilal->]aila\, Sundar Prasad. 
/aito/-» Ramgopal, Jaikumari and disciple — 

Sohanlal. 

(C) Banaras Kathak Gharana : 
/anafaprasad— >Dulharam, Ganeshilal. 
D/iu/rtram— >Biharilal, Puranlal. 
Bi7ifln7fl/->Kishanlal, Mohanlal, Sohanlal 
Puranlal— >Madanlal, Ramlal. 
Ganeshilal— »Hanuman Prasad. Shivlal, 

Gopal Das. 

Hanuman Prasad— >Bansidhar.... 

S/iii>/rt/-»Krishan Kumar . 
[Kathhaks and Natas an? professional in 
music, instruments and dance. Many of 
them are found as dancers but no 
information is available about their guru 
or gharana. Kathak Khayal-singer Parsado 
was expert in dancing but name of his 
guru is unknown. Similarly, Sukhdev 
Misra has not kept any account of his 
gharana, in whose family dancer like 
Tara-»Gopikrishna belonged.] 

(D) Branches of drance through disciple : 
L Mansingh — Chandra Bai. 

2. Bindadin — Sundarprasad, Jhande Khan, 
Sitaramprasad, Shivlal, Chiranjilal, 
Mohanlal... . 
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Sundarprasad — Menaka, Sita Puriya and 

sister, Roshan Kumari, Hiralal, Sunalini 

Devi, Mohanrao Kalyanpurkar, Sohanlal, 

Rani Kama, Maya Rao 

Mohanrao Kalyanpurkar — Rohini Bhate... 
Sohanlal — Maya Rao, Lila Desai, Bela Arnav, 

Jharna Saha, Ramdhun... 
Sitaram Prasad — Menaka, Damayanti 

Joshi 

Shivlal — Hazarilal 

Jailal — Sundarprasad, Sohanlal, Radhelal 

Misra, Firtu Dasvaishnava, Bela Arnav... . 
Shambhu Maharaj— Nairn Ganguli, Sitara, 

Alakananda, Gopikrishna, Bela Arnav, 

Anuradha Guha 

[Names of many dancers such as Uday 
Shankar, Manx Vardhan, Prahlad Das and 
others have not found a place in the 
Gharanas of Nartakas, because they were 
not related with any particular gharana 
and did not create any particular gharana 
on their own. The term 'Gharana' is North 
Indian; hence no details have been 
provided in it for dancers of Karnataka, 
styles or Manipuri, etc... To get a short 
description about the succession of 



musicians of different musical-styles, see : 
"Sahglta"]. 

5. Famous lady-singer related with 
gharanas : 

Bade Muhammad KSwn — Sharfo Bai, Khurshid 
Bai. 

Charkhariwala Ramsahay — Rahiman Bai, 

Sundar Bai. 
Shadi Khan — Chitra, Imam Bandi. 
Nathe Khan — Jaisukh Bai. 
Jainul Abedin — Misra. 
Hapurwale Wazir Kltan — Chataki. 
Bairam Khan — Gokhi Bai. 
Gwalionvale Mchdi Husein — Maghu Bai. 
Tanras Khan — Nanhi Bai. 
Mehboob Kltan — Johra Bai. 
Bade Ramdas — Vidyadhari, Siddheswari 

Devi. 

Maujuddin Klmn — Badi Mori Bai, Chandravati... 
Kalpan Khan — Firdausi Bai, Bibbo Bai. 
Rampurxoale Nazir Khan — Gauharjan. 
Kiranawale Haidar Khan — Gulab. 
Bhindibazarwale Nazir Khan — Anjani Bai 

Malpekar. 
Bhaiya Sahib — Malkajan. 
Tilmandiwale Maulabakhsh — Janaki Bai. 



